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PREFACE

To some extent, the present publication cun be regarded as answering a need expressed in a previous
Unesco book on the subject of teaching film and television appreciation. In the preface to "Teaching About
the Film", by Dr. J.M.L. Peters, the following passage occurs: *The evidence now available would seem
to indicate that the next stage of development should be for teachers in different countries who engage in
teaching film appreciation to share their experiences and to work out together pedagogical methods which
could be generally adopted, as well as for an attempt to be made to assess in what manner, and to what
extent, the techniques of teaching a critical approach to television entertainment differ from those already
in use for teaching about the cinema film."

The "stage of development” referred to above was reached at the International Meeting on Film and
Television Teaching, held at Leangkollen, near Oslo, Norway, by the International Centre of Films (Cinema
and Television) for Children, with the support of Unesco. However, while the presert publication records
the essence of what happened at that meeting and reproduces as appendices much of the most important
documentation arising from it, the following study is primarily a personal evaluation by its author (Mr. AV,
Hodgkinson) of, first, the reasons why encouraging attitudes of discrimination towards the mass media
should be regarded as a challenge to educators in what may become known as the "Telstar era’, and second,
the forms which screen education should take both inside and outsidc ke school. On the basis of the ar-
guments of this study and the recommendations that were arrived at in Oslo, it would seem that the stage
of international development to be expected next may lie in the direction of introducing screen education
into the regular school curriculum and training teachers for their new task - in each case, however, accord-
ing to national, and even local, requirements.

An example of the growing interest in screen education may be seen in the career of the author of this
study. A professional teacher =rsonally devoted to inculcating film and television appreciation in the
classroom for a number of years, a founder and an officer-bearer of the Society for Education in Film and
Television in the United Kingdom, and sometime Education officer of the British Film Institute, Mr. Hodg-
kinson was invited by the Finnish National Centre of Films for Children to visit Finland on a lecture tour
in 1963 to spread the idea of screen education in the major cities of that country. He has since gone to the
United States to teach the subject of Film at Boston University for a year.

While Unesco associates itself with the general purpose of screen education - that is, arousing a more
discriminatory approach to the visual media - and in particular with the positive measures in this regard so
far taken by the International Centre of Films (Cinema and Television) for Children, it must be made clear
that any opinions expressed in this study are those of the authors concerned and not necessarily those
of Unesco.
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The International Meeting on Film and Television
Teaching held at Leangkollen in October 1962,
brought together experts and specialists from
eighteen countries to discuss aims, methods and
means whereby all people, especially the young,
could be helped to increase and deepen their enjoy-
ment of the cinema and television. Several papers
were prepared for information and discussion.
Some are reproduced in part or in full as append-
ices to this study. The recommendations of the
meeting, under seven heads, are also appended.
This study does not pretend to be a report of the
proceedings at Leangkollen. Rather is it intended
as a first attempt to define and justify the theory
and practice of what, since Leangkollen, has
become accepted as an international term - ''screen
education’" - and to relate it to those other views
on education and mass communication which have
affected its development, with particular reference
to the United Kingdom.

The stimulus for the Leangkollen Meeting was
twofold: on the one hand, the development of inter-
national contacts in the field of "film teaching" had
reached a point where a clearer definition of aims
and purposes was possible: on the other, there
was growing concern to discover what educationists
could, and should, do about the increasingly power-
ful medium of television. The British Society of
Film Teachers, feeling that the two screen media
ought to be regarded as allied, if not identical, had
changed its name to the Society for Education in
Film and Television, thus widening its interests
and, in the course of five years, developing the
notion of "'screen education" which it took to
Leangkollen. The society's then Chairman,

FOREWORD

A.P. Higgins, had, at the request of Unesco, pre-
pared the long and valuable paper on the teaching
of television which is reproduced as Appendix I.
As will be seen, Mr. Higgins subscribes to the
view that, fundamentally, television is closely
allied to film.

On the other hand, certain other educationists
(notably Dr. Evelina Tarroni of Italy, whose paper
on the aesthetics of television is also reproduced)
(Appendix II) stress the differences between the
two media, and develop a theory of education
derived from a consideration of television alone.

I do not claim that these two viewpoints were
satisfactorily integrated at the Leangkollen Meet-
ing. Bvt 1 think it is possible to arrive at general
agreement on what ''screen education" should be,
taking as a starting point either films or television,
or both.

It is in the hope that we may all reach this
agreement that I have prepared this study. It
derives largely from the papers, discussions and
contacts which came to me at Leangkollen, but
also from numerous other sources. I have quoteu
extensively from many of these sources, but also
wish to acknowledge the several influences on this
study of individuals and organizations all over the
world. Many of them will find their ideas repro-
duced here without acknowledgement yet with, I
hope, some degree of assimilation. I am deeply
grateful to all - especially to those hundreds of
children whose influence on me during my years
of teaching has been the strongest and the most
inspiring,

London, 1963. A.W. HODGKINSON




CHAPTER ONE

COMMUNICATION AND THE SCREEN LANGUAGE

I write these words. You read them. This study
is an act of communication. We are able, you and
I, to take part in this act of communication because
we share a common language. If we do not, if you
are reading this in some language other than
English, then a third person - a translator - will
have had the task of acting as go-between, of
absorbing my thoughts and displaying them again
in a different arrangement of symbols.

To say that we share a common language means
that, at some time or another, both you and I have
agreed, with millions of other people, that certain
symbols shall stand for the same thing. For
example, that the following arrangement of signs:

TABLE
shall indicate a flat surface which is normally
supported on legs and maintained parallel to the
ground.

Even with such an elementary example as that
of "table", there is considerable lack of certainty
about what I am trying to convey to you. What
sort of table do I have in mind? What is it made
of? What shape? How many legs? Etc., etc.

No matter how hard I try, however careful my
description, however many words I use - and -
matter how hard you try, whatever efforts of ima-
gination you put forth - we shall never succeed in
passing completely from my mind to yours the
impression I have at this moment of the particular
table before which I am sitting as I write these
vords. Communication can never be perfect.

But if I were to abandon the attempt to desc::ibe
my table in words alone and resort to another
language - that of pictures - communication might
be more satisfactory. I could, for instance, make
a sketch. Even better, a photograph nrinted here
(preferably in colour) would convey to you all the
necessary information about the table - its shape
and material, function, and (by reference to other
objects in the photograph) its relative size and
position in the room.

Mankind, indeed, makes use of several languages,

several media of communication, of which written
words, sketches and printed photographs are but
three.

We assume that men first communicated by
means of facial and bodily contortions and animal-
like sounds. Such methods sufficed to convey basic
messages such as hatred, liking, the need for food
and so on. The frown, the smile, the clenched
fist and similar mimes and gestures remain with
us today, as do also tactile and other sensific
means of communication - caresses and the use of

perfumes, for example. The language of mime
still remains the only truly universal language
and has been elevated into an expressi- e art form.

Speech has been called 'man's most impressive
communications invention". By agreeing that
certain vocal sounds should stand as symbols, and
by gradually developing structural patterns for
those sounds, we have created several superbly
flexible and sensitive languages - too many,
indeed, for today's global society.

When we consider writing, it seems likely that
two differing sets of symbols evolved. One began
as a form of drawing, the picture of a thing stand-
ing as a symbol for the thing itself. The other
developed into a synthetic system in which letters
stand for sounds aud are then built up in a sequence
to represent the sound of words - themselves
symbols. Alphabetical systems of writing are
therefore one furthe: stage reinoved from reality
than picture writing.

Since this study is, concerned with films and
television, themseives fundamentally pictorial
media, it is picture writing which cencerns us
most. But we find that, despite its n_arer rela-
tionship to realit’ . its ability to provide symbols
which frequently resemble the things for which
they stand, it has been used less for communica-
tion purposes than the alphabetical systems.

For centuries, the word, written, later printed,
has dominated Western cultures and determined
their traditions. Indeed, it is the means of formu-
lating ideas, of imparting them, of diszussiag,
arguing and enforcing them, of preserving them
for others. Of course, it is ideally suited for
these purposes, and can never be superseded.
This study, obviously, could not have been con-
ceived nor executed in any other form than that
of words.

Fundamentaily, the drawback of pictures tfor
purposes of communication has been threefold:

(a) The difficulty of production. Human beings
can learn relatively easily to produce words
orally, for immediate communication: they need
no appa ratus outside themselves in order to speak.
The corresponding facility, of producing "pictures"
with one's body - mime - is less developed, since
the use of words renders it unnecessary. (It is
fascinating to note, however, how expressive the
faces and bodies of deaf mutes can become - the
film Thursday's Children illustrates this
movingly. )

(b) The difficulty of reproduction. Whereas the
ability to write, although not acquired quickly, is
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a skill accessible to most, if not all, of us, the
skills of drawing and painting have for centuries
been neglected by the majority. Unless they are
aciively fostered, either by society or - in rela-
tively rare cases - the individual's own drive
towards these modes of self-expression, they fall
into disuse. Indeed, even where no alphabetically
written words existed to challenge communication
by drawing, the drawings seem to have deteriorated
into conventional symbols for words themselves
(e.g. Chinese and the Australian aboriginal
languages).

(c) The difficulty of interpretation. Paradoxi-
cally, the closer symbol resembles reality, the
less the opportunity to investi it with the creator's
own meaning. It remains, like the real object
itself, open to the interpretation placed upon it by
the observer, an interpretation which may be far
from what its creator intended. To varying extents,
words themselves are open to misinterpretation,
as we all know. Being more flexible, however,
they can be so arranged as to reflect reasonab.y
accurately the communicator's ideas. This is
because all verbal languages have grammars -
sets of rules built up by centuries of use and
accepted by all who use the language. Pictures,
although susceptible to distortion and manipulation,
remain more intractable than words, and the rules
governing their use - their ""grammar" - although
they exist, are less clearly defined or accepted.

The problem of the agreed interpretation of pic-
tures is touched on in an article by John Berger in
the English newspaper The Observer, of 24
February 1963:

"The truth is that photography, invented at a
time when there is so little agreement about what
is zignificant in human affairs, has never yet come
fully into its own. To realize its possibilities,
photography needs a public whose initial approach
to reality is shared and agreed. When we have
achieved a more integrated form of society, photo-
graphy will become a widely accepted form of art,
and instead of just being used as a kind of sensa-
tional bait, it will supply us with our basic vocabu-
lary of charged, meaningful images."

For centuries, pictorial forms of communication
suffered an eclipse: from being central objects of
tribal culture (cave paintings, totems, etc.) and
important means of religious and aestheiic educa-
tion (church murals, tapestries, cathedral carvings,
etc.), they became relegated to mere forms of
static decoration (albeit, in their highest forms,
conveyors of much emotional and aesthe’ic stimu-
lation and satisfaction). Words flourisned. With
the advent of printing, they spread their influence
wider and wider. The printed word began even to
supersede the spoken word in certain cultures.
The era of "'mass communicaton" had begun, and
it began with printed words.

"The book, by isolating the reader and his res-
ponses, tended to separate him from the powerful
oral influences of his family, teacher, and priest.
Print thus created a new conception of self as well

8

as of self-interest ... Printing also created new
literary forms and altered ideas of literary style ...
After the flowering of dramatic poetry during the
Elizabethan Age, the printed page substituted for
the theatre, and millions of schoolchildren came
to know Shakespear= only through this form ... in
schools, print shiftel the emphasis from oral to
written and visual communication ... In short,
for 400 years Western civilization has lived in
what has been characterized as the 'Age of
Gutenberg'".(1)

But mass communication did not reach full
development until the middle of the Nineteenth
century when the printed word had to compete with
other means of communication - other languages.
Lithography and various techniques of reproducing
pictures, coupled with photography, a new method
both of reproduction and production, have flooded
our world with pictorial images. The phonograph,
radio and later inventions for recording sound
have begun to restore the spoken word to some of
its former ascendancy: they have invested music
with new potentialities and have given rise to
another language: the meaningful creation and
juxtaposition of natural and artificial sounds.

(The fact that the "grammars" of these languages
also are but little developed does not invalidate
their claim for use as media of com™unication. )

Finally - and I use this word only because it is
difficult to envisage a further stage of development -
came the greatest development of all: the pictorial
reproduction of movement, first by means of opti-
cal toys such as zoetropes and praxinoscopes,
then through the cinema and, within the lifetime of
most of us, television. Television - "farsight" -
represents (uo far as we can tell) the ultimate
extension of man's major sensory urgans, his
eyes and ears.

"Today man has developed extensions for practi-
cally everything he used to do with his body. The
evolution of weapons begins with the teeth and the
fist and ends with the atom bomb. Clothes and
houses are extensions of man's biological tempera-
ture control mechanisms. Furniture takes the
place of squatting and sitting on the ground.

Power tools, spectacles, TV, telephones, an”
books which carry the mind across both time and
space are examples of material extensions.' (2)

Throughout the centuries, artists had grappled
with the probtlems of depicting spatial ¢.nd tempo-
ral motion. Conventions for both had been
essayed and developed, but pictures remained on
the whole a static language, presenting for con-
templation only frozen instants of perception. To
have not one, but two new dimensions added to a
language (for moving pictures can show not only
movement in space, but also in time) has naturally

(1) Neil Postman. Television and the Teaching
of English. New York, Appleton-Century-
Crofts Inc., 1961.

(2) Edward T. Hall. The Silent Language.
New York, Doubleday & Company, 1259




created difficulties and confusion. What remains
for wonder is that, within so short a space of time
as 50 years, such outstanding feats of communica-
tion and works of art should have been achieved
in such a complex medium.

Yet this new language - which I shall call
"screen" in order to embrace both cinema and
television - has absorbed into itself several others.
The modern film makes use not only of moving
pictures, but of colour, music, speech and sound
effects. Television (although lacking colour in
most countries) has even begun to adapt for use
printed words, making them move and twinkle,
flow and reform in a series of new mobile patterns.
The messages conveyed by this new method may
be trivial in the extreme - USE BLOBBO - but the
implications are of what Dr. Antoine Vallet has
called "total language':

" ... a language especially rich which has at its
disposal, all the systems of signs, sensory and
concrete, abstract and intelligible: animated
visual images, sounds (effects and music), symbols
(spoken or written) of the current language. A
sound, talking film is therefore completely in this
'total language', and permits the study of all its
elements, of all the systenis of signs. Compared
with this total language, other languages employ
only ecme sign systems: the sound language uses
noises, mueic, rhythm, intensity: with all the
evocative and affective force which they can deploy,
photography and painting (in their various uses -
decoration, documentation, publicity, etc.) have
the power of attraction which results from the
virtual presence of the object: the language of
words (with their intellectual significance, with
their imaginative and sentimental content, with
the movement and rhythm of phrase and sentence)
is an instrument cof analysis whereby the mind may
penetrate the nature of beings and things, take
possession of them and completely realize
itself." (1)

For practical purposes, it seems to me that
Dr. Vallet's concept, whilst theorctically apt, is
too universal to apply to the present position. My
own suggestion - more immediately practicable,

1 venture to submit - is embodied in a prophecy I
made in 1959:

"In twenty years' time there will not be one
separate medium called 'film' and another called
'television'. The two industries will have comp-
leted that getting together which has already nearly
been accomplished ... The viewer, whether at
home or in the 'salle de projection', will have no
means of knowing which method of presentation is
being used. (Even today, children speak of all
television programmes as 'films'.) And the
teacher of the future will have the choice of two
'languages' in which to specialize: written word
language and screened picture language. Film and
television, as we know them today, «ill each have
fallen into its place as part of that wider 'screen
medium'. the language of moving pictures, accom-
panied by sounds and projected on a screen.
(Unless, of course, events move so rapidly that
the screen itself becomes obsolete, and 'electronic
sculpture' enables three-dimensional images to
be projected into space. And even this would not
invalidate my argument - merely reinforce it. y(2)

Let us revert for a moment to the example of
the "table'". We saw earlier that a coloured
pihotograph met all the necessary requirements
for conveying this very simple concept to you.

But suppese I had wished to communicate with
you about my baby daughter. The language of the
screen would enable me to present, not only her
shape, colour ard size, but her movements and
voice. Moresver, by a sensitive use of other
elements of the screen language, I could convey
to you (e.g. by editing, by my commentary, by
the use of music) my emotions and feelings con-
cerning her. Such a film, or television trans-
mission, might indeed give the viewer a closer
understanding of my relationship with my da ghter
than might be achieved by his actual presence
here, at this moment, with us both. Such is the
potential power of the screen language.

(1) Dr. Antoine Vallet, L'écran et la vie, No. 11,
Brussels, March 1963.

(2) A.W. Hodgkinson, "The Same, Only Different".
Film Teacher's Handbook. London, Society
for Education in Film and Television,
1959/1960.
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CHAPTER II

THE CHALLENGE TO EDUCATORS

The development of the screen media falls into
line with the development of other mass media.
Each new stage, occasioned by the invention or
improvement of a technique, leads to a greater
degree of what Raymond Widiams has called
"mr1tiple impersonal transmission''. When com-
munication was mainly by word of mouth, face to
face as it were, communication was truly a two-
way process.

"/In the Middie Ages / most of the eniertain-
ment in the form of fiction (stories, folk tales,
etc. ) which was available to children was what
they heard from senior members of their own
families. The children's unsophisticated reactions
of alarm or pleasure at the tales they heard might
encourage the storyteller to soften or expand the
story as it developed. As far as specialized enter-
tainment services were concerned, adults depended
on hallad singers, minstrels, jesters and groups
of actors. From them they heard the folk tales,
fairy tales, morality stories, and so forth which
constituted the non-clerical forms of entertain-
ment ... News .\nd other information was simi-
larly transmitted through face-to-face communica-
tions in feudal Europe. The market place, the inn,
provided the location. Travellers, merchants,
seamen, soldiers, etc. transmitted news to the
general public in this way, while for the nobility
and clergy special couriers brought information
in person ... The listener registered pleasure,
boredom, scepticism, excitement, blunt disbelief,
or some other reaction to what he heard. The
communicator - whether storytelling grandpa, the
court jester, the newly returned veteran of the
Crusades, or the travelling troupe of actors -
could see and feel and hear the emotional response
of his audience. On the basis of this feedback, he
could and usually would modify his content if neces-
sary in order to achieve the desired effect in later
renditions. From the listeners' viewpoint, this
interplay permitted direct - ¢ven intimate -
'controls' on the communicator. His performance
was subject to immediate review. His responsi-
bility was personal, direct and unshiftable.' (1)

The development of printing reduced consider-
ably the personal quality of communication, but its
full effect was not to be felt until the Industrial
Revolution and the spread of literacy.

""Communications began to be mechanized, began
to be a business. Now if the storyteller's readers
threw his book into the fireplace in disgust, he
didn't know it. There was no direct feedback. The
readers had lost their direct control over those who
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spoke to them through the medium of the printing
press.'" (2)

The responses to mass entertainments have
themselves increasingly become mass r :sponses,
as carefully engineered indeed as the entertain-
ments themselves. No longer do we have an
artist, or groups of artists, communing with
individuale or small groups. Today, the dawn of
the era of instant, direct, visual and aural com-
munication finds the commuricator almost entirely
deprived of feedback. Instead, his message and
the response to it are both determined to an
increasing extent by a third party - the sponsor,
the entrepreneur, the middleman.

Raymond Williams, whoge book Britain in the
Sixties - CommunicaLtions&:3 is a valuable contribu-

tion to the study of the mass media, distinguishes
two major factors in the modern history of com-
munications. First, he mentions the remarkable
expaasion of audiences of all kinds: '"'The whole
process has the effect of a cultural revolution."
He goes on: '"At the same time ... there is the
widespread depende:ice on advertising money,
which leads to a policy of getting a large audience
as quickly as possible, to attract and hold advert-
isers ... All the basic purposes of communica-
tion - the sharing of human experience - can
become subordinated to this drive to sell."

Williams suggests that the intermediaries - the
controllers of the media - have become or are
becoming the most important parties to communi-
cation: ''Instead of a new culture emerging, a
synthetic culture - meeting and exploiting the
tensions of growth - will be devised for a quick
sale ... There will indeed be expansion but there
will be no real growth."(4)

Therc is, he suggests, a double danger to the
contributors in this development. They may be
neglected because they do not fit into the communi-
cations system ~ in this case they are liable to
turn in upon themselves or to a coterie cut off
from the social mainstream - or an attempt may
be made to fit them into the system.

A theory could be advanced, with considerable
evidence to support it, that much the same forces
are at work in all fields of mmass communication,

(1) Dallas W. Smythe. ''Some Observations on
Communications Theory' in AV Communica-
tion Review, Washington, Winter 1954.

(2) Ibid.

(3) London, Penguin Books, 1962.

(4) Ibid.




and that basically, the effect of these forces is to
increase audiences to the maximum while reducing
their receptivity and response as nearly as possible
to that of a single, simply satisfied ""consumer'.

Professor Richard Hoggart(1) sums up the danger
inherent in such a "mass culture":

"We are seeing more and more, and in increas-
ingly subtle ways, a public processing of experi-
ence ... I think this processing is a hreat to
freedom no less dangerous - though less evident -
than those we are used to talking about. Its intan-
gibility is part of its strength. It can allow an
apparent freedom, and indeed variety: yet both
have lost their value. It recalls those tins of 'pro-
cessed peas', peas that are greener than any fresh
from a pod and uniformly tasteless ...

The danger ... is not that mass culture will be
crude and raucous, full of sex and violence ...

The real danger is that a successful mass culture
will be too damned nice, a bland muted processed
institutionalized decency, a suburban limbo in
which nothing real ever happens and the gut has
gone out of li’e."

Or, as Smythe puts it:

"One can almost take it as axiomutic that with a
decrease in possible feedback th.re goes a pro-
portionate decrease in the humanity of communica-
tions. I mean by humanity all of the kaleidoscopic
diversity of human elements of strength and weak-
ness, humour, pathos, spontaneity, candour,
imagination and originality." (2)

In the worle of those who control the mass media,
one concept predominates - ''the public". Some-
times it is broken down a little, and becomes ''the
man in the street, "the average viewer', "the
consumer".

A desire to reduce all humanity to a conceptual
entity is no new one. (Was it Ghengis Khan who
wished that the whole world had bu’ one head, so
that he could strike it off with one blow?) Most of
us fall victim to the lure of such superficial
thinking at one tiine or another. It is much easier
to consider the multitudes who inhabit our world,
not as so many millions of individual souls, but
as conveniently labelled groups - teenagers, young
adults, Indians, Communists, Negroes, Jews.
From this, it is but one step to the stereotyped
concept - ""the Communist", "the Negro', "the
Jew", "the capitalist".

The major defence of mass entertainment pro-
viders has been that they are ''giving the public .
what it wants". (Note the use of the singular form.)
Elaborate systems of ''consumer research' have
been devised to discover exactly what this desidcra-
tum may be. Films may be judged successes or
failures according to their "box office returns':
television series may be tailored, extended, or
ruthlessly cu’ snort, according to their '"ratings'.

The merits and demerits of this claim were
carefully explored by the 1960 Committee On
Broadcasting (the Pilkington Committee), which
investigated the future position of television and
radio in the United Kingdom. In iis report,(3)
the committee concluded:

"1To give the public what it wants' seems at
first sight unexceptionable. But when applied to
broadcasting it is difficult to analyse. The public
is not an amorphous, uniform mass: however
much it is so counted and classified under this or
that heading, it is composed of individual people:
and 'what the public wants' is what individual
people want ... Some of our tastes and needs we
share with virtually everybody: but most - and
they are often those which engage us most
intensely - we share with different minorities. A
service which caters only for majorities can never
satisfy all, or even most, of the needs of any
individual. It cannot, therefore, satisfy all the
needs of the public ...

No one can say he is giving the public what it
wants, unless the public knows the whole range of
possibilities which television can offer and, from
this range, chooses what it wants to see ... If
viewers - 'the public' - are thought of as 'the
mass audience', or 'the majority', they will be
offered only the average of common experience
and awareness: the 'ordinary': the commonplace -
for what all know and do is, by definition, common-
place. They will be kept unaware of what lies
beyond the average of experience: their field of
choice will be limited ...

In summary, it seems to us that 'to give the
public what it wants' is a misleading phrase:
misleading because as commonly used it has the
appearance of an appeal to democratic principle,
but the appearance is deceptive ... If there is a
sense in which it should be used, it is this: what
the public wants and what it has the right to get is
the freedom to choose from the widest possible
range of programme matter. Anything less than
that is deprivation. "

So far we have been considering the media of
mass communication mainly ir relation to society
as a whole. Let us now look at film and television
with special reference to children.

In education, as elsewhere, it is quite common
for stereotypes to creep into our thinking. Parti-
cularly pervasive are such expressions as "&e_
child" . "the child audience", "the young viewer"
etc. Yet we know there is no such entity as "the
child": there are only children, each distinct and
different. Indeed, it is difficult to draw a clear
line even between "children" an: "adults". The
fact is that we are all children in some respect or
other. Children are people, people are children,
only some are more ''grown up" than others.

Unthinking use of stereotypes may equally lead
educationists into dangerous and arrogant habits
of mind. When stereotyped thinking abonut people
is indulged in, generalizations abound, each

(1) "The Quality of Cultural Life in Mass
Society'' , paper delivered at the 1960 Con-

gress for Cultural Freedom Conference in Berlin.

(2) Op. cit.
(3) London, Her Majesty's Stationery Office, 1962.
Cmd. 1753
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containing a dangerous germ of truth to give it a
rational appearance. Side by side with the pro-
viders' generalizations about "the public'" march
the equally generalized condemnations of films
and television as "noisy", "violent", "sexy', '"bad
for children', and so on. Such blanket condemna-
tions, so frequent in the past (and indeed applied
to each new form of public entertainment as it
came along), are decreasing in number and viru-
lence, and need not concern us here. But it is
apposite to consider some of the more thoughtful
charges made against the mass media in respect
of their effects on what I regard as safer to call
"immature minds".

Thus, the Report of the Departmental Committee
on Children and the Cinema(l) - the Wheare report -
made criticisms a decade ago which many people
would regard as equally appropriate today:

"A large number of films are exposing children
regularly to the suggestion that the highest values
in life are riches, power, luxury and public adula-
tion ... According to these films ... you can be
happy without much effort or hard work, so long
as you have a lucky star, or an influential patron
or some brand of personal glamour which you are
prepared to capitalize without much restraint of
conscience. This general kind of easy and selfish
philosophy is fringed with other supporting illusions,
involving the distortion of history and biography and

of people of other nations and their national heroes...

We are convinced that the regular portrayal of
false values is more pervasive and dangerous than
the depiction of crime or impropriety. "

For the advocates of screen education, it is
significant that the Wheare report went on:

"We have no short-term remedy to suggest for
this problem of false values. No kind of classifi-
cation or prohibition is likely to make much differ-
ence in this case. Only a more discriminating
public will reduce the demand for this kind of
skilfully contrived rubbish,"

The Nuffield report, "Television and the Child",(2)
devoted several chapters to the effect of television
on children's values and outlook. Although the
overall picture was perhaps less discouraging than
that painted by the Wheare report, it contained
many of the same elements:

"The most important feature that emerged is
the consistency of the view of life and of values
offered ... essentiaily an urban upper middle and
upper class society ... the professions, big busi-
ness and journalism are desirable occupations
which good people hold more often than others:
manual workers lead less exciting, more humdrum
lives.(3)

Viewers seem to be affected by the material-
istic outlook inherent in many television plays.
When considering what sort of adult they them-
selves would like to be, they tend to think more of
the things they would like to own than of personal
qualities or the work they would like to do ..."

The Nuffield report, like the Wheare report,
referred to the cumulative effects of repetition:
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"Television exerts an influence only where the
views are put over repeatedly, preferably in
dramatic form. Because television entertainment
is built on contrast and the child sees many pro-
grammes, the effect of a single programme is
likely to be slight. But the more the views are
repeated - the more, for example, different
serials on television present, with minor varia-
tions, the same values, the same attitudes about
people - the more effective will their influence
be." (4)

It also suggested some useful criteria for pre-
dicting the likely cumulative influence of television
on children's outlook:

"They are more likely to be affected:;

1. The more the views presented are stereo-
typed:

2. The more they are dressed up in dramatic
form-

3. The greater the viewers' interest in that
type of information:

4. The less complete their knowledge from
other sources:

5. And the more responsive they are to the
medium in general." (5)

Such criteria apply with equal force to the
cinema. Both media present regular repetiti~ ..
of certain basic concepts, frequently in a s ¢rec-
typed dramatic form, to young viewers vno are
interested in this information, who have. less easy
access to other forms of knowledge and who are
particularly responsive to the easily accessible
screen. We are forced to conclude that their
influence over young people is powerful - indeed
rivalling thct of the schools.

Or can they be made into allies? Is there an
inherent hostility between education and the mass
media, so that children find themselvz:s the dis-
puted bone between two warring dogs?

"It is vital that the many responsible people in
communications should work as closely as possible
with the educational services, and that teachers
and educaiional administrators (who have often
been prejudiced about the newer communication
forms, frequently with good if partial reasons)
should make a real effort to reciprocate. ' (6)

Since we can no longer pretend (if ever we did)
that children can be isolated in a monastic seclu-
sion from an inimical world until such time as

(1) London, H.M.S.0O, 1950, Cmd.7945.

(2) Himmelweit and others, London, O.U.P.
1958.

(3) This report was concerned mainly with
television under the British Broadcasting
Corporation. The advent of commercial
television in the United Kingdom has brought
with it a considerable broadening (on both
channels) of the classes and occupations
portrayed.

(4) Ibid.

(5) Ibid.

(6) Raymond Williams, op. cit.




they have been armed and armoured against it by
introduction to '"the finer things of life", it is
surely time that we made some attempt to relate
the education of our young to the world in which
they are living and will grow up.

1iic nerspective for the future - and a short-
term perspective it is - was described by Mrs.
Elsa Brita Marcussen at the opening of the
Leangkollen Meeting, quoting the words of an
American technician:

"In ten years' time it is likely that one milliard
people - or rather every nation on this earth -
will be able to see the same TV programme - and
even in colour - at the same time, and with a
running, translated commentary which will make
it understandable to all ... The choice offered to
us will be enormous. "

She went on:

"As you will have noticed, there are two words
we meet over and over again - choice and to choose.
The Telstar will twinkle brightly only if those who
handle the powerful mass media offer us a choice,
based upon the recognition of the power of film and
TV to influence values and moral standards and to
enrich the lives of us all. But the Telstar era also
demands of the educationist that he, especially in
his teaching of young people, be animated by a

sense of duty to foster sensitivity and selectivity
in order that they can all be enriched."

That children already accept what we may regard
as a futuristic dream is well illustrated by an
incident which occurred at my own school recently.
A teacher was explaining the meaning of the word
"folk tales' - stories handed on from person to
person, people to people. 'And how," she
inquired, '"'do these stories spread around the
world?" The answer from one boy was prompt
and, for us, very much to the point. ''Please,
miss," he said, "by Telstar!"

We would do well to remember that we are
already educating the citizens of 1984: also that,
for them, the 1960s will perhaps have as much an
air of antiquity as have the 1660s for us.

The challenge to educators is not only global but
urgent in the extreme.

Leaving aside generalized and ineffectual con-
demnations, pleas for more censorship or repres-
sive legislation (these, in my view, can only
exacerbate the situation or, at best, provide only a
temporary palliative), and resisting the temptation
to ignore the whole issue, what practical and posi-
tive steps can we take to produce that "'more dis-
criminating public' which the Wheare report
regarded as the only long-term solution?
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CHAPTER III

FILMS AND TELEVISION - A SOCIAL ART

Before we can attempt to answer the questions
raised at the end of the last section, we must
consider another aspect of films and television -
the claim that, either separately or together, they
are forms (or a form) of "art", and that this alone
justifies their inclusion in the educational curricu-
lum as a special "subject'.

In the U. K. at least, and this i3 probably true
of several other countries, the first impetus to-
wards teaching what was then called "film appre-
ciation" came from those in education who encoun-
tered or rediscovered great films through the
many film societies which sprang up and rultiplied
in the late forties and early fifties, largely as a
result of the increasing availability of 16mm.
projectors and prints. My generaticn was the firat
to have spent its formative years with the cinema
as part of its normal environment, an easily
accessible, novel and stimulating "'window on the
world". Books such as Roger Manvell's Film
(first published in the U.K. in 1944 as a popular
educational paperback) and Ernest Lindgren's
Art of the Film (1948) gave respectability to our
16mm. rediscovery of youthful joys and pointed
the way to the discovery of fresh treasures in the
cinema repertory of other nations.

The latter book, indeed, defined an "aesthetic
formula" for the cinema so persuasively and
lucidly that, although this was largely based on
the silent films of the 1920s, it inevitably became
the "bible" of the film appreciation movement.
The "screen classics" established as a result of
this movement became international icons, to the
worship of which we felt it our duty to call fresh
voung generations.

Within a short time, however, it was discovered
that enthusiasm for what frequently appeared as
dim, incomprehensible shadows on an ill--lit
screen, accompanied (if at all) by the boom and
mumble of inadequate sound in an acoustically
unsuitable hall, was not easily kindled in young
filmgoers, themselves nurtured on more modern
fare, skilfully tailored to suit their own generation's
special tastes and interests. True, an astonishing
amount of the original impact came through from
the early film masterpieces, confirming their
claims to greatness and justifying our attempts to
perpetuate their lustre. But frequently the
teachers' attempts to prove and classify their
quality by references to aesthetic ""rules' met
with a complete lack of acceptan-e from children
conditioned to look at films as 'entertainment"
rather than "art"
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"This distinction between art and entertainment
may be much more difficult to maintain than it
looks. At its extremes, ¢f course, it is obvious.
But over the whole rauge, is there any easy and
absolute distinction? Great art can give us deep
and lasting experiences, but the experience we
get from many thungs that we rightly call art is
quite often light aud temporary ... Most of us
can test this in our own ciperience. For, in fact,
we do not live in these neatly separated worlds.
Many of us go one day to a circus, one day toa
*heatre. one day to the football, one day to a
concert. The experiences are different, and vary
widely in quality both between and within them-
selves." (1

Ack a child tc talk about the last film he saw
and almost without 2xception he will start telling
you what it was about. We teachers deplore this
and use every known uevice to get him off the
story and on to the acting, the direction, the
lighting, the camera work - anything to avoid
consideration of the message of the film, which
as adults we know or suspect is unreal, super-
ficial, commonplace, trivial - in fact childish.
But the child is childish too, and the story to him
is real and important. It is probably the only
aspect of the film he has grasped - which is not
surprising, considering that it is probably the
only aspect the film makers have been concerned
to put across.

It was clear that "film teaching" could not be

restricted to instruction in, and demonstration of,

the formal qualities of film art. Even if this were
desirable it would, with many of the children whom
we teach, prove to be impracticable if not impos-
sible. With others, it would merely create another
minority cult, divorced from the living stream of
cinema and the vital, unruly flood of television.

At his point, it seems appropriate to quote the
following:

"There is every reason to believe that the child
is incapable of logical thought before about the age
of fourteen and any attempt to force an early
development of concepts is unnatural, and may be
injurious.

The reality is a total organic experience, in
which image and percept are not clearly differenti-
ated, and to which anything in the nature of the
abstract concept is foreign. Children, like
savages, like animals, experience life directly,
not at a mental distance. In due time they must

(1) Raymond Williams, op. cit.




lose this primal innocence, put childish things
away. But what are they going to put in the place
of the unified consciousness they have enjoyed?
That is the fundamental question, and the only
answer that modern civilization and its pedagogues
can give is: a split consciousness, a world made
up of discordant forces, a world of images
divorced from reality, of concepts divorced from
sensation, of logic divorced from life. At the best
we can recover an integrated consciousness in our
art, but even cur art has been invaded by intellec-
tual attitudes which destroy its organic vitality.' (1)

My own experiences with modern children,
maturing earlier than they did when Read wrote
this, iead me to suggest that the age of logical
thought is now lower - between 11 and 12, perhaps.

It is frequently argued that only those who can
appreciate the subtleties and nuances of ''great
art" are entitled to it: that, in making works of
art "popular", we are doing a disservice to the
art itself. Such thinking either denies to the
cinema a claim to be art, since its works are
predominantly for a popular audience, or else
pretends that only those works which have proved
unacceptable to the popular audience can be
regarded as great films. Raymond Williams
makes a careful distinction between "minority
culture" and "minority cult" :

""The work of the great artists and thinkers has
never teen confined to their own company; it has
always been made available to some others. And
doesn't it often happen that those to whom it has
been made available identify the tradition with
themselves, grafting it into their own way of life?..

Again and again, particular minorities confuse
the superiority of the tradition which has been
made available to them with their own superiority,
an association which the passing of time or of
frontiers can make suddenly ludicrous. We must
always be carefui to distinguish the great works of
the past frein the social minority which at a parti-
cular place and time identifies itself with them.

The great tradition very often continues itself in
quite unexpected ways. Much new work, in the
past, has been called 'low, in terms of the 'high'
standards of the day. This happened to much of
our Elizabethan drama, and to the novel in the
Eighteenth century. Looking back, we can under-
stand this, because the society was changing in
fundamental ways. The minorities which assumed
that they alone had the inheritance and guardianship
of the great tradition in fact turned out to be wrong.
This mistake can happen at any time. In our own
century, there are such new forms as the film, the
musical, and jazz. Each of these has been seen
as 'low', a threat to 'our' standards. Yet during
the period in which films have been made, there
have been as many major contributions, in film,
to the world's dramatic tradition, as there have
been major plays ... 'Low' equals 'unfamiliar’
is one of the perennial cultural traps, and it is
fallen into most easily by those who assume that
in their own persons, in their own learned tastes

and habits, they are the high tradition." (2)

It is perhaps the advent of television which is
likely to hammer home the final nail in the coffin
of the formalists. Whereas it was possible to
distinguish and isolate an "aesthetic formula' {or
the cinema, to do so for television seems a singu-
larly difficult and unrewarding task. As Dr.
Tarroni says in her paper: ''The Aesthetics of
Television" (see Appendix II):

"The point is that with television, much rnore
than with radio and the cinema, we come to grips
with entirely new facts to which our mental
processes are not accustomed. Our aesthetic
concepts, which we have inherited from a 2, 000-
year old tradition, relate to works of art which
are, so to speak, crystallized in solid material -
marble, paper, canvas, etc.

But radio, cinema and television cannot be
included in these traditional concepts. Here we
are dealing with light and shade, vibrations of
sound and light (especially in radio and television)
which die away even as they come into being.
Nothing remains of them. That is why we are
tempted to deny their existence.

But we must try to weave a web that can capture
these new experiences of life. In other words we
need to find a new aesthetic formula for analysing
their characteristics."

Dr. Koblewska-Wraoblowa, in another paper
commissioned for the Leangkollen Meeting, sees
television only as a synthesis:

"Televigion takes many different elements from
the visual and non-visual arts, such as theatre,
film, rhapsodic theatre, recitation. music,
literature, etc, and the end result of this process
may be the development of a new artistic quality,
the emergence of a special synthesis of several
arts, which is different and new. As once many
years ago the film made a synthesis of several
arts, so nowadays television is making its syn-
thesis and developing as a new art. It is easy
enough to foresee that this new art will tend more
and more to develop its own modes of expression,
its own language, but it will remain the art which,

above all, shows human beings and thcir emotions -
and the beauty of language - dialogue and monologue. "

Both Dr. Tarroni and Dr. Wroblowa conclude
their studies by referring to television as a
means of communication, a language:

""Television can be, and sometimes certainly is,
an art; but it is also an instrument by which men
can communicate and come to know one another."
(Tarroni)

""This is the moment to begin the teaching of
television's language in the same way as we teach
our pupils to understand and appreciate the
languages of literature and films." (Wroblowa)

And Tony Higgins, in his paper (Appendix I)
recognizes that ''it is necessary to distinguish not

(1) Herbert Read, Education Through Art,

London, Faber & Faber, 1943.
(2) Op. cit.
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so much between film, live television and video-
tape recordings, but simply between various ways
of using moving pictures with sound".

Are we then to concern ourselves with an art,
whether existing or merely potential, or with a
language? Dr. Bertil Lauritzen, speaking at the
1958 London Conference on Film, Television and
the Child, said:

"All means of expression - all media - can be
developed in such a way that an art results. This
has happened with film, it may happen with tele-
vision. But art is one branch of the tree: the
root is the medium itself in its broadest cultural
aspect. 1do not deny the importance of teaching
the art - I regard it however as only one sector
of the whole sphere."

But art is communication: it either conforms
to, or creates, the "grammar" of the language.
Raymond Williams makes this clear:

"If the common language and the conventions
exist, the contributor tries to use them as well as
he can. But often, especially with original artists
and thinkers, the problem is in one way that of
creating a language, or creating a convention, or
at least of developing the language and conventions
to the point where they are capable of bearing his
precise meaning ...

While any man is engaged in this struggle to say
new things in new ways, he is usually more than
ever concentrated on the actual work and not on its
possible audience. Many artists and scientists
share this fundamental unconcern about the ways
in which their work will be received. They may
be glad if it is understood and appreciated, hurt if
it is not, but while the work is being done there
can be no argument. The thing has to come out as
the man himself sees it ...

The challenge of work that is really in the great
tradition is that in many different ways it can get
through with an intensity, a closeness, a concen-
tration that in fact moves us to respond." (1)

So we return once more to the question of com-

munication, and the need for education in response:
for if an artist has struggled to present his experi-
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ence in communicable form, possibly cuanging or
c ~eating the language in order to do so, we - the
receivers - must also make an effort to respond.
And the first step towards response must be to
learn the language, to reach common ground with
the artist, based on the conventicns which he and
his predecessors have establis'ed.

In the case of films and television, the basic
conventions of the language are simple. Many of
them are unconsciously assimilated by children
sitting before the TV screen long before they
attend school, in the same way as they pick up the
rudiments of their moisier tongue. Indeed, because
the screen language is one of apparent reality,
whose symbols seem to need little or no translation,
the "'manifest content” of films and television is
more “-eadily understcsd than that of other media,

So we find that children are mere willing, indeed
eager, to discuss the incidents, characters, back-
grounds and plots depicted than the izolated formal
qualities of screen art: and the attention of "film
teachers" was, at a very early stage, directed by

the children to the content of the films screened

in the school film society or in the local cinemas,
and, later, of television programmes.

But "form" and "content" are not two distinct
parts of a work: they are indissolubly integrated.
To attempt to separate one from the other, or to
regard one as more important than the other, is
to deny the essential unity of the work.

Because of this early recognition by teachers of
the children's intuitive understanding of the
medium, screen education has become a study,
not of an art form bound by a set of aesthetic
rules and buttressed by an array of classic works,
but of a living language wherein artists may create
valuable experiences for audiences possessed of
a basic understanding and educated towards a
deeper appreciation of their efforts - a social art.
Art should serve society: it is unfortunate that,
in some quarters, almost the reverse is frequently
conceived to be true.

(1) Op. cit.
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CHAPTER 1V

THE AIMS OF SCREEN EDUCATION

There is no doubt in my mind that the major res-
ponsibility for changing the state of affairs outlined
in the preceding sections of this study and for
preventing human communications from running
into a groove must rest upon us, the educators.

I deliberately use this word here because my
appeal is directed not only to teachers in the
schools, but to all - parents, teachers, youth
leaders, social workers - who take responsibility
for the young: in the home, in schools, colleges,
youth clubs, churches or factories. Many of the
following sections may appear, on the surface, to
have purely pedagogical applications. If this is
80, it is because I perforce write as a teacher,
and draw my references largely from other teach-
ers. But education is indivisible, and I shall have
failed in my purpose if the impression is received
that screen education is a subject only for the class-

room, and that its aims and outlook should not per-
meate the activities and thinking of us all.

It is we, the educators, wh) hold the responsible
middle position. We stand, like Janus, facing
both ways. As guardians of past traditions, we
must choose which of them we regard as appropri-
ate for the future: as intermediaries between the
communicators and the receivers, it is we who
should interpret the messages and facilitate the
responses: in our respective fields of work or
study, we must ensure that our knowledge and
enthusiasms are imparted wisely and widely, and
not restricted to narrow, formalistic ritual groups.

How then shall we act in connexion with the
screen language? How best ensure its healthy
development for the benefit of both artists and
audience? What are the aims of screen education?

It is from here on that I must quote substantially
from Sir Herbert Read's significant book Education
Through Art. Read's thesis - that art should be
the basis of education - was, of course, developed
by him in terms of the more traditional 'fine arts"
indeed, it appeared in print well before the advent
of widespread television, and before many would
concede that film itself was an art. But, as I shall
hope to show, the theories which he propounds are
as applicable to the screen as they are to literature,
music, drama and other forms of communicatio:,
and serve us admirably as a framework against
which to consider the thoughts and experiences
which have come to screen teachers in the past
decade or so.

Read begins by delining what he regards as the
general purpose of education. First, he points
out the perennial dilemma.

"The choice is seen to be between variety and
uniformity: between a conception of society as a
community of persons who seek equilibrium
through mutual aid: and a conception of society
as a collection of people who conform as far as
possible to one ideal. In the first case, education
is directed towards encouraging the growth of a
specialized cell in a multiform body: in the
second case, education is directed towards elimi-
nation of all eccentricities and the production of
a uniform mass." (1) (Note the relevance of this
person/people dichotomy to the underlying views,
not only of educationists, but of those responsible
for the mass media.)

"..... the general purpose of education is to
foster the growth of what is individual in each
human being, at the same time harmonizing the
individuality thus educed with the organic unity
of the social group to which the individual belongs."

In this double process of developing awareness
of individual uniqueness and common humanity,
Read contends that aesthetic education is fundamental:

"Such aesthetic education will have for its scope:

(i) The preservation of the natural intensity
of all modes of perception and sensation;

(ii) The co-ordination of the various modes of
perception and sensation with one another and in
relation to the environment;

(iii) The expression of feeling in communicable
form:

(iv) The expression in communicable form of
modes of mental experience which would otherwise
remain partially or wholly unconscious:

(v) The expressionof thought in required form."(2)

Particularly interesting to the screen teacher
is the discussion of the training of perception and
imagination, and the vital part which, according
to Read, images play in our thinking. He quotes
Bertrand Russell:

"Those who have a relatively direct vision of
facts are often incapable of translating their
visions into words, while those who possess the
words have usually lost the vision. It is partly
for this reason that the highest philosophical capa-
city is so rare: it requires a combination of
vision with abstract words which is hard to achieve,
and too quickly lost in the few who have, for a
moment, achieved it." (3)

(1) Op. cit.
(2) Ibid

(3) The Analysis of Mind, London, G. Allen and
Unwin, 1921.
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Read then suggests:

", in opposition to the whole of the logico-
rationalistic tradition, there exists a concrete
visual mode of thinking, a mental process which
reaches its highest efficiency in the creation of
the work of art." (1)

These ideas are very much in accord with those
expressed by Dr. Vallet in L'écran et la vie.

".... alanguage is not only the vehicle of
thought: in a large measure it conditions its
germination and development. It creates particu-
lar psychological conditions, it contributes towards
certain attitudes of mind, it helps towards the
creation of a certain type of culture. Suffice it to
point out that the written language has ensured the
predominance of intelligence amongst our faculties:
it has conditioned our minds to value critical
sense and lucid thought (in short, intellectualism -
even rationalism) to the detriment of imagination
and feeling ..." (2)

Others, too, believe with Dr. Vallet that:

" ... this education in the world of pictures is
not a side issue of general education, an optional
activity, a simple initiation into @ modern tech-
nique. What is at stake is the whole education of
man through the child, the education of his intelli-
gence, expansion of his spirit, his initiation into
true psychological liberty." (3)

With regard to education in expression, Kcad's
views have particular value for those of us who
are concerned in helping children to express them-
selves through, and in relation to, the screen
language. He says:

"Education may ..... be defined as the cultiva-
tion of modes of expression - it is teachirg children
and adults how to make sounds, images, move-
ments, tools and utensils. A man who can make
such things well is a well educated man. If he can
make good sounds, he is a good speaker, a good

"For the work of art, however concrete and
objective, is not constant or inevitable in its
effect: it demands the co-operation of the

spectator, and the energy which the spectator

'puts into' the work of art has been given the
special name of 'empathy' (Einfthlung). Lipps,
who gave currency to the term in aesthetics,
defined empathy as 'the objectivated enjoyment

of self', and it is often assumed that it means
merely that the spectator projects into the work
of art his own emotions or feelings. But this is
not the proper meaning. By 'empathy' we mean

a mode of aesthetic perception in which the spec-
tator discovers elements of feeling in the work of
art and identifies his own sentiments with these
elements - e.g. he discovers spirituality, aspi-
ration, etc., in the pointed arches and spires of

a gothic cathedral, and can then contemplate those
qualities in an objective or concrete form: no
longer u8 vaguely apprehended subjective feelings,
but as definite masses and colours. This is,
indeed, the next important fact to recognize:
namely, that the appreciation of art, no less than
its creation, is coloured by all the variations of

human temperament. ' (6)

I have italicized in the above passage what 1
believe to be the most immediately important con-
cerns of the screen teacher, since they provide
us with a major key to our work. This fits in with
what I have often expressed as a kind of nonsensi-
cal paradox - that when people talk about a film or
television programme (indeed about eny work of
art), it is not the film, etc. they talk about - they
talk about themselves.

It is the contribution the spectator brings -
literally, his "self’' - which renders discussion
of films and television such a rewarding and vital
part of screen education. If we ponder further on
Read's definition of "empathy', we discover the

musician, a good poet: if he can make good imuges,
he is a good painter or sculptor; if good movements,
a good dancer or labourer: if good tools or utensils,
a good craftsman. All faculties, of thought, logic,
memory, sensibility and intellect, are involved in
such processes, and no aspect of education is
excluded from such processes. And they are all
processes which involve art, for art is nothing but
the good making of sounds, images, etc. The aim two mutually connected processes which are, of
of education is therefore the creation of artists - course, usually called 'projection' and 'identifi-
of people efficient in the various modes of cation'. In this phenomenon, on the one hand the
expression. " (4) spectator attaches his own tendencies, feelings
When it comes to defining "art", Read distin- and character traits to the actors on the screen -
guishes clearly between its formal qualities (so he 'projects' them into the actors - and, on the
frequently taken to be the sole criterion - see other hand, the spectator thinks himself into the
Chapter 4) and what he calls: spirit of an actor and his rdle to such an extent
"... a principle of origination peculiar to the that he identifies himself with him and feels and
mind of man, and impelling him to create (and
appreciate the creation of) symbols, phantasies, (1) Ibid
myths ...."(5) (2) L'écran et la vie, op. cit.

great service the screen can render to us in "con-
cretizing" our attitudes and sentiments.

Dr. J.M.L. Peters, in Teaching about the Fihn”)
discusses this "two-way traffic b/ :ween the spec-
tator and the film", likening the screen to a mirror
which provides us with a ''virtual image" of reality.
He explains:

"Such emotional participation consists mainly of

It is this second principle that holds considerable (3) Ibid '
interest for us, for, in discuscing it, Read pro- (4) Op. cit. '
pounds a theory of "empathy" that can go far (5) Ibid
towards helping us develop responsiveness in the (6) Ibid :
individual spectator: (7) Paris, Unesco, 1961. "
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and thinks like him. On the one hand the spectator
loses himself mentally in the screen: on the other,
he incorporates the world of the film into his own
person. And again we can apply the term 'virtual'
to these processes, for there is no real contact
with the people on the screen and there is no such
relationship between the spectator and these people
as there would be in reality - because the 'glass

of the mirror' stands between them.

The conclusion to be drawn from this exposition
is that seeing a film can be a 'virtual physical’
and a 'virtual mental' participation in the life of
other people in another world. Or, to put it another
way, to see a film is to lead a second (virtual) life
in a second (virtual) world. For some persons
this experience can be as real as normal daily life,
apart from its 'virtuality', so to speak. However,
from this very virtuality it derives its own charm,
its appeal, its magic. We cannot 'touch' it, but
neither can it 'touch' us: it happens to us and we
go through it, but without any risk."

Television produces a similar sense of empathy,
although Dr. Tarroni, in her paper (see Appendix
II), suggests that different forces come into play:

"It is clear that the situation of the television
viewer is very different from that of the cinema
spectator: and this difference might be summed up
by saying that the television viewer is in a position
to make a rational criticism, in the sense that he
regards television mainly as a rneans of dissemi-
nating real information. The cinema spectator,
on the other hand, by plur.ging, as it were, into
the film world, seeks to forget his own wo.ld and
the reality of his daily life."

The quotations from Muriel Telford's article in
Tony Higgins' paper (Appendix I) should also be
studied in this connexion.

The play of empathy can be discerned in any
account of the discussions which a skilled screen
teacher initiates and conducts. It permeates the
comments quoted by Tony Higgins, and is well
illustrated in the following extracts from an article
by Norman Fruchter giving an account of explora-
tory film courses he and two colleagues conducted
with teenage students in a London day college:

"We never knew when a burst of enthusiasm
would peter out: we had no way of protecting a
girl who started to say something she had felt,
caught the rest of the girls focusing attention on
her, and quickly stopped talking.. We got totally
unpredictable responses to extracts. ('Why were
that old man's clothes so bad?' 'What right did
that woman have to treat her like that?'), and we
didn't know what to do with them. Sometimes dis-
cussion went well, sometimes not: we were never
sure why. It was as if the girls were connected
to the class by an infinitely slim cord of attention
and acceptance, and we could neither see nor
define that cord. Once it snapped, the course as
anything serious disintegrated, and the girls
skittered off into caprice and fantasy.

The finale came when we showed Nice Time.
Nore of the girls would say anything at all about

the film. We asked why. 'They ought to be shot,
those girls!' one finally burst out. 'Yeh,'

another said, 'and the men ain't no better either.'
An avalanche followed: instead of showing the film
again, we worked through a long, animated dis-
cussion about prostitution, about the girls them-
selves and the men who go to them, about loneli-
ness and need and poverty, and, finally, the sort

of offered entertainment the film was documenting...

We had been assuming that the girls would deal
rationally with the films presented and be willing
to consider thern abstractly. But the girls ...
were not prepared to hold their personal responses
in abeyance, We hadn't asked them, first, how
they felt about the film ... And so we had to
change our method, start from their own responses,
ask them how they felt about the film, and work
from what we got." (1)

Mr. Fruchter concludes his article:

"I hoped that, by learning to view a film criti-
caily in class, analyse how it worked and deter-
mine why it worked that way, my students' res-
ponse might somehow be changed from a basically
emotional to a more rational one. I think that
hope and that aim were wrong, not only morally
but pragmatically. 'Elevation', ‘'uplift' or 'raising
the level' just doesn't work ... The process of
moving from emotional to considered response is
part of growth. If the growth occurs, then the
teenager moves past his need for the fantasies
and inadequate images of life that most of our
cinemas offer, and begins to demand a more
tough, imaginative and sensitive film that corres-
ponds to the world he knows and senses. If that
growth does not occur, then he remains dependent
on fantasy and wish fulfilment far into adult life:
and it is not only teenagers who swell cinema
receipts.

But no film class, two hours a week, and for a
limited period, can make a very significant con-
tribution to the process. What such a course can
do is to establish the principle that films can be
talked about. It can establish the validity of any-
one's response, and begin to examine how the film
worked to evoke it. The class can become a place
where different ways of seeing are examined: and
if each boy or girl learns to articulate his percep-
tions, then more complex and varied responses
may become possible. The realization that there
are many different ways of responding to a film,
and that response involves choice, is probably
where the film course ends. What happens further
depends on the teenagers'

This honest and humble assessment, taken in
conjunction with Read's second principle, makes
it clear why no search for an 'aesthetic formula',
universally valid, can be successful. No work of
art is completed until it has been experienced by
its audience, and each work is re-created again

(1) Two Hours a Week in Sight and Sound,
London, Autumn 1962.
(2) Ibid
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and again in each individual's reception of it. To
attempt to secure a definitive assessment of a
film, or television programme, meérely by mea-
suring it against a set of formal rules, is a sterile
undertaking. As Tony Higgins rightly concludes:

"There is a sense in which one can teach a
subject - be it English, science, film or television -
but in the last analysis we are teaching not subjects
but children.' (1)

And in our attitude to children, we would certainly
do well to recognize, with Read, that:

" ... the child is in a constant state of trans-
formation. Its body and brain mature: it adjusts
itself inevitably if unconsciously to its social envi-
ronment. The duty of the teacher is to watch over
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this organic process - to see that its tempo is not
forced, its tender shoots distorted. It follows,
therefore, that values must change with the years
of growth. What is valuable in and for the child of
five will not necessarily be valuable for the child
of ten or fifteen ... The problem is to preserve
an organic continuity, so that the poetic vision of
one age fades insensibly into the poetic vision of
the next age: that the sense of value never loses
its instinctive basis, to become an ethical code or
an aesthetic canon, an artificial appendage to an
otherwise purely appetitive existence." (2)

(T)_O_— p. cit.

(2) Op. cit.




CHAPTER V

THE METHODS OF SCREEN EDUCATION

We are now in a position to define "screen educa-
tion'", not as "teaching films and television to
children", but as "teaching children, in relation
to the screen’. Note the comma. Our prime task
is to teach children, and we choose to do this by
placing special emphasis on the screen, in the
belief that here we have a major means of commu-
nication comparable to those of speech, writing,
picture making, acting, etc., and indeed compri-
sing elements of many others. That these means
of communication are also arts, since 2 -t involves
good communication, and good communication in-
volves art, surely implies that those who teach
"screen' are teachers of art.

Sir Herbert Read distinguishes three activities
involved in art teaching:

"A. The activity of self-ex ression - the indi-
vidual's innate need to communicate his thoughts,
feelings and emotions to other people.

B. The activity of observation - the individual's
desire to record his sense impressions, to clarify
his conceptual knowledge, to build up his memory,

to construct things which aid his practical activities.

C. The activity of appreciation - the response
of the individual to the modes of expression which
other people address or have addressed to him,
and generally the individual's response to values
in the world of facts - the qualitative reaction to
the quantitative results of activities A and B." (1)

He goes on:

"These three activities, which are all included
in the pedagogical category of 'art teaching', are
really three distinct subjects, demanding separate
and even unrelated methods of approach." (2)

In the experimental work which has gone on in
screen education, this distinction has not always
been clearly understood. Frequently, one of the
activities alone has been encouraged, to the detri-
ment of the others. Thus, many teachers have
concentrated on aspects of B, encouraging their
pupils in habits of analytical observation of films,
and conceptual thinking about film technique, with-
out also appreciating the need for self-expression
or the expressicn of response to the films being
analysed. Others have attempted to develop appre-
ciation and response without also providing the
necessary training in observation, and soon. I
hope to show that, without a balance between these
three activities, properly related to the stage of
maturity and experience of the pupils, screen
education cannot hope to fulfil its proper aims.

(Let me hasten to add that this im:balance has
aot always been due to unconscious neglect on the

part of the teachers: most frequently, the condi-
tions under which work has been done, lack of
time or materials, etc., have necessitated a
certain choice of activity. In some cases, of
course, the particular bent or bias of the teacher
concerned may lead him to concentrate especially
upon one or other aspect.)

A. SELF-EXPRESSION

Quite properly, Read places self-expression first.
Of it, he says:

"Generally speaking, the activity of self-
expressiori cannot be taught. Any application of
an external standard, whether of technique or form,
immediately induces inhibitions, and frustrates
the whole aim. The réle of the teacher is that of
attendant, guide, inspirer, psychic midwife." (2)

Self-expression in screen education can take
many forms. Orally or by writing, drawing or
acting, children can express their responses to
films and television, and so move nearer to self-
realization. Any account of film teaching methods
(e.g. Teaching About the Film(4) by J. M. L.
Peters) will perforce refer to such activities as
"telling a story in pictures' (i.e. scripting),
dramatizing screen experiences, talking about
television, etc. But we should note that, generally,
such activities invite group participation, and
individual self-expression is usually achieved in
relation to the social pattern. For example:

"Free play in the infant classroom often takes
the form of enacting scenes from a film recently
seen: 'Cops and Robbers', 'Cowboys and Indians',
and other violent forms of conflict then take place
in the classroom, playground, or any other likely
spot. This is a help to children because playing
out situations is one way by which young children
try to arrive at an understanding of them. The
tendency, in any case, is always to simplify the
situation, and usually a straight fight takes place
in their play, without anyone bothering with such
complications as any particular reason for the
fight. Tragedy is minimized because the 'dead’
always come to life again after a battle to the
death. the evildoer is always punished: right
always triumphs in the end. An unsatisfactory

(1) Op. cit.

(2) Ibid
(3) Ibid
(4) Op. cit.
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conclusion would never be permitted in this primi-
tive society, and that is all to the good.'" (1)

This, of course, harmonizes with Read's general
purpose of education, to balance individuality within
the social group.

The outstanding opportunities for self-expression
which screen education can offer are those in the
screen language itself, i.e. through film making.
This is not the place to describe in detail the
methods which, in the past decade or so, have
produced more than 300 films made by children
and young people as part of a screen education
course in the United Kingdom. Those seeking
further information are referred in the first
instance to Young Film Makers{?2) by Sidney Rees
and Don Waters. But there is little doubt in the
minds of teachers who have undertaken this work
that its results fully justify it.

Certain words of caution need to be spoken:
"Tear film making out of its proper context of
film study - of screen education - then you starve

its roots and it will certainly not flourish as it
might. This is what is wrong with many a school
made film. Excited by the general educational
value of film making, teachers sometimes plunge
in without adequate preparation. The results are
invariably shoddy, unsatisfying to audiences and
disillusioning to the young film makers. One of
the appeals of making a film is its permanence.
None of the transience of the school play with its
term of toil and heartache exploded in one Guy
Fawkes-like night of glory. This can be a snare,
too. A film record of a school or class play,
operetta, pageant, or whatever, is a poor compro-
mise of differing arts." (3)

Mr. Waters emphasizes that this activity, also,
is one in which individuals contribute to the group:

"Film making is essentially a corporate activity
and never more so than with yourg people. From
the initial story conferences to the final editing of
the film there is continuous group participation and
the constant pooling of ideas. At the same time
there is the opportunity for a wide range of indivi-
dual contributions from a variety of talents -
creative writing, designing, building and dressing
simpie sets, dramatic expression, making various
props, combinations of technical and artistic skills
in lighting and camera work, the careful recording
of set and action details for continuity purposes,
designing and painting titles and so on." (4)

What of Read's objection that to apply external
standards of technique or form induces inhibitions?
Certainly, the film teacher ideally remains in the
background, guiding and advising only. But certain
standards of technique impose themselves, accord-
ing to Mr. Waters:

""... the elements of what I call film 'technics'
have to be acquired but they can be learnt quite
quickly. What is much more imvortant is that the
children should understand what a film is and how
a story can be told in moving pictures. This in-
volves learning something of the special language
of the screen ... Screen language cannot, of
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course, be learnt like a set of grammatical rules
to be slavishly applied to stock situations. The
purpose of all technique must be understood in its
context, and this comes from the close study of
particular films and film extracts in the class-
room. " (5)

There are also the limitations of form and
material:

"The film itself should be a short, silent story
film, preferably shot on 16mm. black and white
stock:

A story film because the narrative, dramatic
form is the most usual in cinema and most child-
ren will want to express themselves through a
story:

Short because few young film makers can sus-
tain a film for longer than about 20 minutes. Ten
minutes is better and cheaper;

Silent (by which I mean without dialogue) because
dialogue is technically almoust impossible for a
young amateur group, and even if it were not it
would provide a stumbl'ng block in the writing, it
would badly inhibit the performances of the
players, and it would provide less opportunity to
get to the 'bare bones' of the medium ..." (6)

But Mr. Waters' general conclusions make it
clear that he, like Read, respects the rights of
the child:

"Children should be encouraged to draw for
their material on their own experiences and to set
the stories in the environment which they know
best, rather than to derive material from what
they have seen on the professional screen. Within
these kinds of limitations the children should be
free to devise a story of their own choice without
having adult ideas foisted on them. At a recent
international conference on screen education one
European delegate, after seeing a couple of films
made at my own school, said that although they
were very delightful were they not a little trivial
in content? In her country thev favoured rather
the idea of encouraging children to make films on
more serious themes - friendship, for instance.
That way, in my opinion, lies disaster. The
results will be naive and self-conscious. Let the
chiidren make their own story - it might be a
comedy about two boys who play truant, for
example - and you will learn a good deal about
their lives, and their attitudes, both through the
incidents, the characterization and in the general
presentation. For this reason, too, the artistic
realization and the technical work should be the

(1) Grace Greiner, Teaching Film, British Film

Institute, London, 1955,
(2) London Society for Education in Film and

Television, 1963.
(3) Don Waters, Creative Approach in Times

Educational Supplement, London,

8 February 1963. ;
(4) Ibid
(5) Ibid
(6) Ibid




children's and not the teacher's. His job is to
act as adviser and co-ordinator." (1)

Mr. Waters puts forward a point of view, which
I largely share, based upon respect for profession-
alism in art. (It is notable also that his plan of
work introduces aspects of the other two activities
distinguished by Read, confirming the view that no
one of them can be brought into screen education
in isolation.) But I think the aspect of individual
self-exprereion in the screen language has, under-
staudably, been neglected so far. Within the past
few years in particular, in the United States,

Japan and most of the industrialized European
countries, the availability and use of 8mm film
cameras and proiectcrs have increased enormously.
Many are now sufficiently cheap to be owned by
children themselves, or at least to be easily
accessible to them. The symposium, "8mm.

Sound Film and Education" (Columbia University
Press, New York, 1962) includes a remark by

Dr. Louis Forsdale which we should do well to
ponder:

"Among the obvious uses of 8mm. sound will
undoubtedly be that of stimulating local production
of films for these purposes: ... as a creative
medium, permitting the child to work with film in
the same sense that he works with paint or words
or music ..."

It may well be that future generations will be
using 8mm. cameras, as indeed they already do
tape recorders (magnetophones), in untutored
forms of self-expression in a truly individual
fashion, quite distinct from the corporate, compo-
site creation which we today regard as film making.

With this in mind, therefore, those of us who,
like Don Waters, believe that the form of screen
art, as evolved by its craftsmen over the last 60
years or 8o, is a valuable tradition to be preserved,
must remember that we are training children in
the use of a language which they themselves will
be continuing to develop. In some respects, we
are in a similar position to the mediaeval monks
for whom "book making' was a formal art of
inscribing and illuminating manuscripts. One can
imagine their shocked, conservative attitude to the
sacrilegious activities of those inky fingered
"printers' devils'" who set out to make multiple
copies of books, seeing them not as "works of art"
but as useful devices for the communication of
ideas and knowledge. We cannot foresee, any more
than they could, what changes will occur in the use
and form of "our' art as more and more people
practise it. A living language is modified by use,
and its grammatical rules cannot be regarded as
restrictive laws to be enforced by pundits. The
more reason for us to seek to distinguish, and
impart, those essential elements of structure, res-
pect for which will ensure a truly aesthetic use of
this newest of languages.

B. OBSERVATION

Under this heading, we can group a large number

of screen education activities, if we accept Read's
rather wide definitiou of the term. First among
them 1 would place the describing and recording
of what children see and hear on the screen. This
may embrace: verbal relation (either oral or
written) of a story or incident; drawing a picture
or a sketch of a scene or character: detailed
analysis of a film extract with enumeration and
description of shots, set ups, pictorial compo-
sition, action, sound track, etc. The purpose of
such descriptive and analytical work is to train
observation:

"Observation is almost entirely an acquired
skill. It is true that certain individuals are born
with an aptitude for concentrated attention, and
for the eye and hand co-ordination involved in the
act of recording what is observed. But in most
cases the eye (and the other organs of sensation)
have to be trained, both in observation (directed
perception) and in notation." (2)

Such analytical work is particularly valuable ir
helping children to distinguish their subjective
impressions of films and television from what
they objectively perceived with their eyes and
ears. Thus they learn to recognize the contribu-
tions made by the film makers, and those they
themselves make in viewing and thinking about the
film.

The teacher can, to a large extent, affect the
results of such analysis by his decisions on what
details are to be observed.

" An observer's perception of the field, or of
any particular aspect of it, may be made more
rapid and accurate in so far as his attention is
directed towards it. The more narrowly and
specifically attention is directed, the greater the
improvement. Thus the greater the amount of
training and experience, and the clearer and more
defined it has been, the greater the effect is likely
to be." (3)

It is, of course, dangerously easy, by means of
such training, to turn a class of children into
"shot counters'". (A novice film teacher, some
years ago, was reproached for his over-technical
enthusiasm by a girl pupil who told him, "You
know, Sir, before I started your lessons I used to
enjoy watching films. Now, when I go to the
cinema, all I can do is count the shots!") On the
other hand, a teacher who has his own sense of
values well balanced can, over a period, develop
children's sensitivity to beauty, rhythn., human
dignity, etc., to a deeply gratifying degree, by
training them to notice these aspects in the works
they view, whether at school, in the cinema or at
home.

Under the heading of observation also come a
variety of lessons and activities from which pupils
may acquire information about films and television

(1) Ibid

(2) Read. op. cit.

(3) M.D. Vernon, The Psychology of Perception,
London, Penguin Books, 1962.
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programmes - the methods by which they are
made and disseminated: the people who make
them: the special vocabulary by means of which
they may be described and discussed; their
history, economics and potential; and so on.
Methods whereby this information can be conveyed
are as numerous and varied as there are teachers
to devise and einploy them. Man{ have been des-
cribed in deiail in Teaching Film 1) by Grace
Greiner, Teaching About the Film(2) by J. M. L.
Peters, "Le Cinéma 4 1'Ecole" (3) and A Handbook
for Screen Education(4)

In this connexion, Raymond Williams provides a
strong and valuable justification for what he calls
"teaching the institutions', a means whereby we
can reforge some of the broken links between com=-
municators and receivers, links of which our
impersonal society stands so badly in need:

"Because of the importance the institutions of
communication now have in our society, we should
include the teaching of certain basic facts about
them in all our education. The course should
include something of their history and current
social organization. It should include also some
introduction to the ways in which they actually
work.

The large impersonal media, such as the press,
the cinema, radio and television, come through to
most people almost as acts of God. It is very
difficult, without direct experience of their actual
working, to see them as the products of men like
ourselves... If we are to feel that our communica-
tion system belongs to the society, instead of feel-
ing that it is what 'they' have set up for us, this
kind of understanding of method must grow.

To follow through the real processes in producing
a newspaper, a magazine, a book, a radio discus-
sion programme, a television play, a film, a hit
tune, an opera, is usually exciting and invariably
educative. Much more of this could be done by an
intelligent use of modern resources. The only
danger to avoid is the quite common substitute for
this work, in the glamcurized 'public relations'
version of all these activities which is now so often
put out. If it is to be valuable, this kind of teaching
must base itself on ihe methods of education and
not of publicity..." (5)

C. APPRECIATION

I would claim that the most valuable method of
screen education under this head is frequently the
most simple - that of showing good films to child-
ren, or of ensuring that they see good films and
television when these are available. As Tony
Higgirs says:

" Altho 1gh children can be taught to look and
listen car.‘ully, and to think about what they see,
although they can be given the equipment necessary
for enjoying the good, there is only one way in
which they will come to enjoy what is good. That
is by being exposed to it frequently and regularly."
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It .8 hardly fanciful or presumptuous to claim
this simple means as being in accordance with
the aesthetic ideal of Plato's Republic:

" .... that our young men, dwelling as it were,
in a healthful region, may drink in good from
every quarter, when any emanation from noble
works may strike upon their eye or their ear,
like a gale wafting health from salubrious lands,
and win them imperceptibly from their earliest
childhood into resemblance, love, and harmony
with the true beauty of reason."

Yet "noble works' appear on the screen more
frequently perhaps than we would at first admit,
and the intensity of young children's reactions to,
say, Sucksdorff's The Great Adventure, Mélids'
Voyage dans la lune, Anderson and Brenton's
Thursday's Children and Flaherty's Louisiana
Story is as great as to other art forms.

The tragedy is that the original intensity of
response becomes more and more difficult to
preserve as children grow older. Today, when
they receive so much from the screen, so much
that is not outstandingly good or bad but simply
blandly mediocre, children are apt to become
extremely blasé about films and television, and
the task of the teacher becomes one of arousal of
enthusiasm and enjoyment.

To preserve and increase enjoyment is not an
aim of which teachers should be ashamed:

"I should not like anyone to feel that our job as
educationists in relation to film is only to equip
children with a sort of battery of critical defences,
whereby they can ward off all the insidious attacks
of an evil and vulgar medium. Anyone who
approaches film in the classroom in that spirit is
going to fail. I believe they probably deserve to
do so because, in fact, children enjoy films, and
so they should. After all, the film is a powerful,
exciting and subtle medium of dramatic expression
and is capable of great beauty. It is our job to
enable children to enjoy good films more and not
less.' (6)

Sir Herbert Read underlined the importance of
teaching enjoyment, in an inaugural lecture at the
University of Edinburgh in 1931:

""We cannot fully participate in modern conscious-
ness unless we can learn to appreciate the signifi-
cant art of our own day. Just because people have

(1) Op. cit.
(2) Op. cit.

(3) In Bulletin de la Fédération des Activités
Audio-visuelles de 1' Enseignement Libre,
Paris, June 1961.

(4) London, SEFT, 1962.

(5) Op. cit.

(6) Don Waters at a Conference on Popular
Culture and Personal Responsibility, in
London, 1960. A study outline containing
quotations from this conference, prepared
by Brian Groombridge for the National Union
of Teachers (London, 1961) is recommended
to those interested in the issues raised.




not learned in their youth the habit of enjoyment,
they tend to approach contemporary art with
closed minds. They submit it to intellectual
analysis when what it demands is intuitive
sympathy."

It is a sad fact that so warm and positive a term
as"appreciation" should have come to stand in
many people's minds for an arid dissection of the
bones of an artist's work. Raymond Williams
makes this point when he pleads for what he calls
"teaching criticism':

"That education should be critical of all cultural
work is often the first point that springs to mind.
Criticism is certainly essential, but for a number
of reasons we have often done it so badly that there
has been real damage. It is wholly wrong, for
example, if education is associated with criticism
while the non-educational world is associated with
practice. Personal practice, directed experience
of the arts, understanding of the institutions,
should all come first. Or rather, criticism
should develop as an aspect of all these kinds of
teaching, for it will always be had if it is really
separated from them. In teaching "the classics"
we are usually not critical enough. We often
substitute a dull and inert "appreciation" which
nobody can go on believing in for long. But then
in teaching or commenting on all other work, we
are usually so confident and so fierce that it is
difficult to believe we are the same people. "All
that muck in the cinemas and on television" too
often follows the routine remarks on the churm of
the Essays of Elia, and neither does anybody any
good.....

Nearly all of us need help in seeing and judging
the vast amount of work which comes our way. In
education, we must be prepared to look at the bad
work as well as the good. The principle in the
past has been that once you know the good you can
distinguish the bad. In fact this depends on how

well you know the good, how well and personally
you know why it is good, and how close the bad
work is, in form, to anything you have learned to
discuss." (1)

The kind of lively, argumentative comparison ot
current work with ""classic" work known and
enjoyed for its own sake that Williams advocates
is familiar to those of us who teach screen educa-
tion. Don Waters, in describing at the popular
culture conference some of the uses he makes of
an extract from David Lean's QOliver Twist,
concludes:

"For children this is not at all an arid exercise.
At the end of it I can assure you they are clamour-
ing for a second viewing of the extract and they
enjoy a third and a fourth: their enjoyment grows
as their understanding and perception grow."

It is important that, with the inevitable develop-
ment which is going to take place in screen educa-
tion all over the world, this quality of enthusiastic
enjoyment should not be lost. For it is a vital part
of true education. Yet how frequently it is lost or
atrophied! More times than I care to remember,
in my zeal for screen education, I have been
gently admonished by colleagues unconvinced of
the necessity of taking action. '"You see,” it has
been explained to me with pitying concern, "what
is wrong with you is that you are an enthusiast!"

I would go so far as to proclaim that, unless he
who reads this is also an "enthusiast", who
believes in the positive power of education to
create a better, more human, society than that
which we at present enjoy, he would be well
advised to leave to others the work which requires
to be done. Enthusiasm is a tender spark: it can
leap into flame by contact with its like but once
dowsed it is very difficult to rekindle.

(1) Raymond Williams. Op. cit.
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CHAPTER VI

A SPECIMEN SCREEN EDUCATION SYLLABUS

In the Society for Education in Film and Television
my colleagues and I are frequently approached for
full details of a scheme of work with precise infor-
mation about factual references, blackboard notes
textbooks, etc. There is, in my view, some danger
in providing would-be screen teachers with too
much of this. As I hope is evident from this study,
there can be no ''set method" for teaching screen
education: there are as many methods as there are
individual teachers and lessons. Similarly, the
choice of films to use or facts to impart must
depend not only upon the means available - thus
varying from country to country, from teacher to
teacher, from class to class - but upon the moment
and the stimulus offered by a particular group of
children. To those seeking a "do-it-yourself screen
education kit", there is but one answer: "Try it
yourself - the children will help you."

With this proviso, and drawing special attention
to the remarks-italicized below under the heading
"Approach', I reproduce without amendment the
latest syllabus I have prepared for my work in a
mixed secondary school in London. It is designed
for a three-year course only, since I am in charge
of first-year, second-year and some third-year
pupils (ages 11 to 14).

A more detailed four-year syllabus, together
with discussion of screen education in both primary
and secondary schools, will be found in A Handbook
for Screen Education. (1)

DUNRAVEN SCHOOL
Syllabus - Screen Education
ASSUMPTIONS

1. Television and films constitute a powerful and
effective means of communication - a language
of moving pictures and sounds, different from,
but comparable to, verbal languages.

2. These screen media, though usually controlled
by "the few", are directed towards ''the many".
Communications in this language tend, therefore,
to become '"'mass communications', couched in
terms which are understandable by, and accept-
able to, the majority, i.e. they are bound to make
their appeal to the lowest common denominator.

3. For a variety of reasons (including the need to
raise this lowest common denominator) it is
essential that children receive education in the
screen language. Such education has similar
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aims to those of education in the native tongue,
in the arts, social studies, etc.

AIMS

1. To increase understanding and enjoyment of
television and the cinema.

2. To increase awareness of our common human-
ity and individual uniqueness.

3. To provide a measure of self-defence against
commercial and other exploitation.

4, Where possible, to encourage self-expression
not only in traditional forms (speaking, writing,
drawing, etc.) but in the language of the screen
(making films).

SCHEME OF WORK
First year:

1. Introduction: The need for communication; its
nature and forms; communication via the
screen.

2. Fundamentals: Photography, optics, percep-
tion, persistence of vision. How film moves.
How television moves.

3. History: The ancestry of the cinema: the
study of motion, optical toys, the development
of the cinematograph, the early days of the
cinema. The development of the narrative film.
The introduction of sound. The invention of
television.

4. The grammar of the screen: Pictures, move-
ment, sound. Simple technical vocabulary:
"shot", "editing", etc.

5. Analyses of simple examples, developing in
complexity of form.

Second year:

1. The film industry: Production, distribution,
exhibition: the profit motive. The influence
of the audience. Critics.

2. The televisior industry: The BBC and ITA.
Programme companies and advertisers. The
Television Acts; the Pilkington Report. The
future of television.

3. Film production: How films are made -
scripting, planning, shooting, editing, etc.

(1) Op. cit.




The film making team - the réles of producer,
director, etc.

4. Television production: The differences between
film and television production.

5. The screen and other arts: Comparisons with
literature, drama, poetry, etc.

Third year:

1. Further analysis and discussion of selected
films and extracts, with especial emphasis on
content. Themes: Westerns, travel, crime,
war, etc. Discussion of current television and
cinema. Attempts at criticism,

2. Scripting exercises based on simple incidents
leading to elementary silent film making
exercises.

3. Film making (with suitable classes).

APPROACH

Throughout the course, I aim to create an atmos-
phere of confidence - confidence in the child him-
self, in the other children and in me. It is over-
ridingly important that the children should be able
to express what they really think and feel, regard-
less of what they believe is expected of them by
"authority'. In the first year especially, this is
best achieved by giving them the impression that
they are learning new facts; hence a great deal of
the syllabus appears, on paper, to consist of
specialized informational teaching. This imparting
of factual knowledge, sterile though it may seem,
provides the class and me with the practical basis
of communication - a common vocabulary and
understanding.

Thus, after the first two years, when the children
have thoroughly acquired the habit of close analytical
looking and listening, we enjoy each other's confi-
dence, share a common language and enthusiasm,
and are able to discuss freely the many questions
of human behaviour, social mores, moral attitudes,
etc., which the best films and television programmes
illumine.

It is this aspect of the course which I believe to be
the most valuable, and I would go so far as to say
that the factual knowledge which the children acquire
in this subject is of no value whatsoever except in

so far as it enables them to approach these deeper
and more valuable aspects of their education with
confidence, understanding and a degree of

METHODS AND MATERIALS

My general method is to help the children record
in a notebook, with words and pictures, the facts
they are learning under each of the above heads.
They are under strict instructions to question me
concerning everything I tell them, not to write or
draw anything they do not understand, to know at
all times what they are doing and why they are
doing it.

Their books are also used for exercises in which
they analyse the construction of 3 number of short
films (e.g. the opening of David Lean's Great
Expectations, the first films made by the Lumi&re
brothers, etc.). They are encouraged to record
simple factua) details of films and television pro-
grammes seen.

Opinions are aired and discussions held. Later
these are recorded on tape, then when the children
have acquired sufficient facility, are reported in
their books.

At any time during the course, I am willing to
be "led astray" into discussion of a question which
a child may raise and which seems to me to provide
an opportunity to help the child and the class to
relate to their screen environment.

I use a large number of short films and extructs,
filmstrips, etc. but encourage the class to look on
these as essential incidental illustration to the
lesson, not as items of entertainment or instruction
in themselves.

The use of the school's 16 mm. film making
equipment provides many children with unrivalled
opportunities to develop self-confidence.
Frequently, camera crew, lighting engineers, etc.
are drawn from those children whose "book" work
has been the least successful. Similarly, acting
in the class film often helps "difficult’" children to
relate to their environment. The whole object of
class film making from my point of view is to
develop a truly democratic ""team spirit", each
child contributing what he can and learning to work
with and respect the others.
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CHAPTER VII

SCREEN EDUCATION AND THE CURRICULUM

How shall screen education take its place in the
schools ?

"As teachers we have got to come to terms with
the screen, and not just because of the extent of
the influence of films and television but also because
they can and sometimes do provide rich cultural
experiences and because they are capable of great
artistic development. Starting from this position
the schools can then set about the urgent task of
giving their pupils a better understanding of the
language of the screen media and some training in
discrimination in relation to film and television.
This seems to me not just a case of adding fresh
frills or of overcrowding the curriculum still
further - it could do with a bit of weeding, anyway.
It is rather a case of lifting our heads out of the
cultural sand." \!)

The fact is that the curriculum is not overcrowded.
Every teacher knows that, within the periods allo-
cated to specific subjects, longhours of pupils'
time are wasted in plodding conscientiously but
unimaginatively through "the loose detritus of
thought, washed down to us through long ages".

"The accepted convention of education as a collec-
tion of competing 'subjects’, taught by separate
specialists in separate classrooms, is so grotesque
that it can represent no principle of organization but
merely the chaotic accumulation of an undirected
historical process. I am not aware that any attempt
is ever made to justify it as a system; it is usually
accepted as an inevitable compromise. But actually,
as Caldwell Cook once bitterly observed, 'nothing
surely could be conceived in educational method so
inadequate, so pitiably piecemeal as the classroom
system of teaching subjects' .....

If the purpose of education is to impart informa-
tion in easily assimilable form, then the classifica-
tion of this information under separate groups and
headings is a reasonable method of procedure ....
But if, as I have often stressed, the purpose of
education is integration - the preparation of the
individual child for his place in society not only
vocationally but spiritually and mentally, then it 1s
not informaticn he needs so much as wisdom, poise,
self-realization, zest - qualities which can only
come from a unified training of the senses for the
actwvity of living." {2)

Should we take our stand with Read when he says
that:

"... from our point of view the wrangle over the
time-table is as unneces ary as it is unseemly.

Ou: aim is not two or more extra pericds. We
demand nothing less than the whole 35 into which
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the child's week is now arbitrarily divided. We
demand, that is to say, a method of education
which is formally and fundamentally aesthetic..."

Perhaps this is too presumptuous a claim for
screen education, in its present state of develop-
ment, to endorse. (And it must be remembered
that Read's eloquent and substantial arguments
have not yet resulted in the revolution he demanded. )
There is still a long way to go.

Several surveys of film and television teaching
have explored the question of where the study of
the screen stands - or should stand - in relation to
other subjects.

For example, Dr. Peters(3) devotes a whole
chapter to this question without coming to any
certain conclusion:

"To what discipline should the basic film course
be attached? This is a question to which no hard-
and-fast answers can as yet be given... But it may
well happen that the future will produce a situation
in which solutions will differ from country to
country, just as particular national problems will
differ. These are pedagogical and organizational
problems."

As will be seen from Mrs. Marcussen's survey
of screen education in various national universities
and teacher training colleges (Appendix IV), there
is equal uncertainty in the field of higher education.
Even where institutions exist specifically to give
training in ""filmology'", there is frequently an
unfortunate divorce between the aesthetics, the
practice and the application of the screen language,
and it would certainly not be desirable for this
schismatic system to be perpetuated. These three
aspects of "screen' cannot be dissociated any more
than could literature, writing and reading. As the
Report of the British Working Party on Film and

Television in Education for Teaching(4) states:

"The working party consider that there is a con-
siderable body of systematic knowledge incorpora-
ting general principles about film, an- that the
unity of the subject is comparable with that of
English literature. Moreover the international
cinema represents a body of creative work which
requires to be studied in its historical, social,
psychologicai, aesthetic, moral and technical
aspects. The art of the film, in addition, now

(1) Don Waters, Creative Approach, op. cit.
(The italics are my own.)

(2) Read, op. cit.

(3) Teaching about the Film, op. cit.

(4) London, British Film Institute, 1960.
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also includes a sufficient range of masterpieces to
provide a student with opportunities to learn critical
standards, not only in relation to acting, scripting,
directing, etc., but also in relation to the delinea-
tion of human character and values."

The report is prepared to accept that film may be
claimed as a part of some other subject, as is
Dr. Peters.

"Let us suppose, for a moment, that the geo-
graphy teacher seriously discusses the scenery of
aWestern; that the history teacher enters into the
factual content of a historical film; that the teacher
of religion talks about the morals of the young
couple; that the civics teacher comments on the
working methods of the police in a gangster film.

A better method to promote the critical assimilation
of the film content could hardly be found. And
nobody could maintain that the subjects mentioned
could suffer from it." (1)

But even in these instances, the report makes
the firm proviso that "/Ailm/ should be, not a dis-
connected fragment, but a distinct section within
a coherent course."

In many countries at the present time, there is
an impetus towards an examination of educational
curricula with a view to their possible reshaping.
At the Leangkollen Meeting a number of delegates
made this point. For example:

"In Germany, the aim is to reduce the number of
subjects, and integrate them." (Werner Novak)

'""In Canada, our concern is not so much to widen
the curriculum, as to deepen it." (C.E. Edwards)
And, as Mrs. Marcussen points out (Appendix 1v),
the advent of universal television has tended to
widen the views of those who have hitherto regarded
film as the province of purely formal aesthetic
education.

My own view is that there is no urgent need to
provide a formula into which screen education can
be neatly slotted: indeed, there is every danger
attendant on so doing.  As was stated at the
Leangkollen meeting:

"A warning against hasty integration of screen
education in schools may be adduced from the case of
Belgium, where global methods have too often been
applied without the teachers being properly prepared
1n advance. The training of the teachers is, there-
fore, a prerequisite.

A method is only efficient when it is in the hands
of competent persons. The sudden introduction of
compulsory screen education in all countries would
lead to catastrophe." (Robert La Roche)

What seems to me far more significant than
theories about the incorporation of the subject i»
the syllabus is the fact that thcse who today teach
screen education come from no single discipline;
they include teachers whose specialist training
ranges from mathematics to art, from literature
to science, from geography to retigious education.
The unifying principles (respect for children, res-
pect for the screen) cut right across specialist
interests. Nor, indeed, is it clear that one branch
predominates. In the United Kingdom, it is possible

that those trained in the teaching of English form
a majority of the membership of the Society for
Education in Film and Television, but this is by
no means certain; it has not seemed particularly
important to make a survey.

For the truth is, as Dr. Peters says, that
"there are many individual teachers who are
already putting into practice the ideas mentioned
in the preceding paragraphs, even although film
teaching may not yet have been formally allowed
any place on their school time-tables." (2)

Yet none of these teachers were formally trained
in screen education; in each case, the individual's
own enthusiasm and love of his subject led him to
educate himself in it and fight to establish it against
the weight of the circumstances. He would not
have been able to succeed in doing so, or continue
his task, had he not been supported by the recipro-
cal enthusiasm which he had kindled in his pupils.

Herein lies the dynamic power of the movement:
it has its roots in the classroom and is inspired by
children and young people. Teachers of screen
education have wisely taken their cue from their
pupils, and the movement has spread upwards and
outwards from its original source. Although the
time has undoubtedly come for attention from those
whose function it is to order and develop the natu-
ral processes of education - the provision of suit-
able materials is an urgent need - there must not
be a reversal of direction: screen education must
never be imposed as an academic duty upon those
unwilling to accept its challenge or follow the lead
of those best qualified to give it direction - the
children.

"The forces in the world which the pupil needs
for the creation of his personality should be dis-
cerned by the educator and educed in himself. The
education of a pupil is thus always the self-education
of the teacher." (3)

A new channel for screen education?

At the Leangkollen meeting and elsewhere reference
has been made to the potentialities of television as
a channel for screen educatioin - as a means where-
by educators can themselves appear on the screen
and illustrate their points by moving pictures
presented with all the fluidity and flexibility of
which television is capable. This is an interesting
and attractive possibility, even though the few
attempts which have so far been made in this field
have met not inconsiderable obstacles.

There is undoubted scope for development along
the lines of "'screen taught by screen" - it certainly
provides one solution to the problem of obtaining
and screening illustrative material, as several of
the Leangkollen delegates pointed out - but the
primary responsibility rests with the educators
directly in contact with young viewers. Matters

(1) J.M.L. Pelers, op. cit.
(2) J.M.L. Peters, op. cit.
(3) Read, op. cit.
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so closely affecting the intimate teacher-child
relationship cannot be left wholly to the external
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"expert”", be he newspaper critic, visiting lecturer
or "the man on the telly'.
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APPENDIX ONE

EDUCATION IN TELEVISION(1)

by A.P. Higgins, B.A.
Formerly Chairman, Society for Education
in Film and Television, London

SECTION 1

FILM EDUCATION AS A GUIDE
TO TELEVISION EDUCATION

For some years past, British teachers undertaking
education in the comparatively new medium of tele-
vision have sought guidance from well established
aims and methods of education in film, the older
medium. While they do not ignore the differences,
they believe that the two media are closely related.
Just how close the relationship is, is the subject
of some discussion but there will probably be
genera. agreement that it is close enough for the
airns and methods of film educatiorn to provide some
guidance for the teacher who undertakes television
education. The first section of this study, there-
fore, will assume a close relationship between the
two media, and describe those aims and methods
of film education which command wide support in
Britain.

Except where otherwise stated, the classroom
work described here was carried out at Ashburton
Secondary Boys' School, Croydon, Surrey. I
undertook this work with various groups of boys
aged between 13 and 15, and ranging in ability from
far below to slightly above average. Except where
there is a note to the contrary, the children quoted
are boys from Ashburton School. Some of the
children' s comments reproduced here were
written, but the great majority are oral comments
which were recorded on tape in the course of
normal classroom work.

I have throughout used the word "children" rather
than the commercially inspired "teenager", or the
long-winded though more comprehensive phrase
"children and young people". The age of those
whom I have called "children"” is, I trust, made
clear by the context; for the most part, 'children"
means the 13-15-year olds with whom ! have done
most of my work, although occasionally the word is
used in its widest sense.

[ have avoided the terms "film appreciation” and
"television appreciation" because in Britain they
imply too great a concern with the techniques of the
media, an excessive interest in the "how films are
made' approach. The general terms "education in
film'" and "education in television" (or, more
simply, "television education" ) are more satisfac-
tory and less open to misunderstanding, provided
always that education in television is not confused
with education by television.

Questions for discussion have been inserted at

the end of each chapter. They are all questions
which have occurred to me in the course of several
years of teaching. Some of them have also been
raised at various international conferences during
recent years but, to the best of my knowledge, few
have been adequately answered.

(1) THE AIMS OF FILM EDUCATION

After many centuries of educational philosophy,
staiements of the aims of education must now
number several hundred. Each of these statements,
however, means very little by itself. If such state-
ments are to have real meaning, every word must
be carefully defined and amplified, and a one
sentence statement of aims must grow into a para-
graph at least and perhaps even into a book. Thus,
""Education is preparation for life" involves many
assumptions about the purpose of life, and "educa-
tion should enable children to live well in their
environment" means little without a careful descrip-
tion of the environment of particular children.

What is true of general statements of the aims of
education is equally true of statements about the
aims of particular branches of education. It is
therefore of little value to say that the aim of film
education is to teach discrimination - which it is -
unless the word "discrimination" is defined and
amplified.

"Discrimination”, according to the Concise
Oxford English Dictionary, means '"observing the
differences between things'. What differences
should children be asked to observe? Clearly, the
differences between good and bad films. At this
stage, one is already in deep water, and in danger
of begging many questions. What do "good" and
"bad" mean in this context? To answer this
question in general terms is far beyond the scope
of this study. For the purposes of this study,
therefore, it will be assumed that it is valid to say
that one film is better than another, and that it is
possible to give reasons for this assumption which
are both cogent and objective. The assumption is
axiomatic, for if it is not true film education has
no purpose.

The meaning of "discrimination", however, must

(1) This paper was commissioned by Unesco to

serve as a discussion document at the Inter-
national Meeting on Film and Television
Teaching held at Leangkollen, Oslo, in
October 1962.
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be analysed further. There are many different
kinds of film and, for example, there is little point
in comparing, say, Bicycle Thieves with Safety
Last, Citizen Kane with The Rival World, or Seven
Brides for Seven Brothers with Rashomon. One
particular kind of film is not inherently superior to
another. Discrimination, moreover, does not mean
using some kind of formula to produce the correct
answer to the question, "Was it a good film?" It
is more a question of responding to the form of the
film, of learning to understand its inner meaning.
Moreover, this is as important with apparently
trivial films, such as advertising films, as it is
with major works of art.

Teaching discrimination, then, means teaching
children to observe the differences between good
and bad films. Clearly, however, merely to
observe such differences is not enough. The aim
must be to teach children not just to observe, but
to respond to and prefer the good. This, however
is not something that can be "taught" in the usual
gense of the word. Although children can be taught
to look and listen carefully, and to think about what
they see, although they can be given the equipment
necessary for enjoying the good, there is only one
way in which they will come to enjoy what is good.
That is by being exposed to it frequently and regu-
larly. As the English philosopher, John Stuart
Mill, wrote, ""Men lose their high aspirations, as
they lose their intellectual tastes, because they
have no time for indulging them; and they addict
themselves to inferior pleasures not because they
deliberately prefer them but because they are
either the only ones to which they have access or
the only ones which they are any longer capable of
enjoying. It may be questioned whether anyone who
has remained equally susceptible to both classes of
pleasure ever knowingly and calmly preferred the
lowly'".

It must be noted, however, that the choice of
"superior pleasures" must be guided by a careful
consideration of the maturity and breadth of experi-
ence of the children concerned. To expect 14-year
olds to enjoy Bergman or Antcnioni is to invite
disaster.

(2) THE METHODS OF FILM EDUCATION

A film illustration sometimes used in British class-
rooms is an extract from G.W. Pabst's Kamerad-
schaft. It includes the explosion in the mine, and
the first attempts at rescue. It is used mainly as
an example of one of the few early sound films to
use sound intelligently, and also illustrates the
film pleading for international understanding. Soon
after the start of the extract, an old miner whose
grandson is spending his first day underground
enters the mine, alone and unobserved, by a venti-
lator shaft. From time to time during the scenes
of explosion and rescue the old man is shown des-
cending ever farther into the mine. Children who
see this extract are always most anxious to talk
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about it immediately, but they do not at first want
to talk about how the imaginative use of natural
sound contributes to the inner meaning of the film,
about international understanding, or even about
the technical skill and split second timing which
makes the explosion scenes so realistic. Their
first question is, ''What happened to the old man?"
And of course the children are absolutely right.
Films are about people, and the use of sound, the
technical skills and so on are relevant only in so
far as they tell us about the human situation.

Detailed study of films

Thus a group of 14-year old boys who had seen
A Time Out of War were initially interested in the

character and motives of the three men as revealed
by their actions. Here are some of their remarks;

" At the beginning Connor was shooting at the
other side but his mate told him to stop. He said
it 'vas too hot."

"When Connor was fishing, he didn't seem to
take any notice of what was happening between the
other two men. He just kept on and told them to
be quiet, he couldn't catch his fish."

"When they found the body, Connor reached for
his gun. He wanted revenge. He felt like killing
the other person to get revenge."

"Just before they made the truce, they were
shooting at Craig from up in the hill, and there he
was shouting, 'You missed me. Miles out!' So it
obviously showed he was just plain fed up with the
war and he just wanted a bit of fun."

"I reckon Craig was sad in a way. I don't
suppose he really wanted to be at war. Seeing
these other men finding the body made him feel
sorry. He was very sad."

After a while, the children began to relate their
film experience to their own world:

"That bit at the beginning shows that these three
men didn't want to fight at all. They were pleased
with sitting and drowsing all through the afternoon
and they thought, 'It's due to these governments
telling us to fight', and they just took it easy for
the afternoon.'

"I thought the men would have got fed up with the
war quicker because they were countrymen, but if
they'd been different countries they would have
carried on longer.,"

"I think it's harder killing a man you've been
talking to for a day. You might grow to like him.
It's not like in a war when you don't see your
opponent. "

Thus, the discussion is broadened to take
account of the children's own ideas about war. At
this stage also they may be encouraged to compare
a number of different war films. These children
had studied extracts from They Were Expendable
and Children of Hiroshima in the classroom, they
had seen Paths of Glory in the school film society,
and of course they had seen numerous war films
in the commercial cinemas.

The kind of ttiscussion which :night follow is




illustrated by these extracts from a discussion of
Paths of Glory{1):

"Barry continued: 'I said it was exciting and
that - the attack I mean. But I kept thinking - you
know, just now - that the Second World War wasn't
horrid. But I suppose it was. If you were inside
a cockpit or something and it was burning or explo-
ding - something like thai - it must have been
terrible. Blimey! Not like some films I've seen.

"Terry commented that the drum beats and the
lines of soldiers let you know that nothing was
going to stop the execution. 'It was all so drama-
tic; you couldn't expect anything except the firing
squad. And the three deserters looked sort of out
of place anyway. They shouldn't have been shot
but you knew they would be. And all the shots were
sort of diagonal or square'."

The last remark is a reminder that Paths of
Glory is a film, not a novel or a play. So also is
A Time Out of War, and to use it merely as a
starting point for a general discussion of war,
valid as this approach is, would be to waste an
outstandingly good film. Sooner or later, the
discussion should return to this particular film.

The following exchange provides an opportunity:

Peter: "I don't see why they didn't cross the
river. They threw things over. Why didn't they
cross the river to speak to each other on on= side
of the river instead of calling across?"

David: '"Well, they were against each other.

They might not have trusted each other completely."

Bob: "Yes. The Confederate army might have
been on that side of the river. If these two
Northerners had gone over there they would have
had no cover."

Roger: "No. If they had gone across there they
would easily have come back again. It's to show
that there's a division between the two sides."

This last remark indicates a realization that an
event or detail in a film may have a deeper as well
as a more superficial meaning. The class may be
asked to recall a scene from the end of Odd Man Qut
in which the light from an upstairs window falls on
the wounded Johnny as he hic s from the police;
superficially, the extinguishing of the light means
that he is out of sight; at a deeper level, it symbol-
1zes the approaching end of his life. So also, in
Nice Time, the national anthem is played as a crowd
is leaving a theatre, but the same music accompan-
ies a shot of a Coca Cola advertisement, and a pene-
trating comment on Piccadilly Circus, "the heart of
the Empire'', is made.

The children might then be asked why the closing
scenes of A Time Out of War are shot in semi-
darkness, why the figures of the men become
silhouettes. Most children will answe: that it is
because it is getting near the end of the day. They
will readily understand, however, that the closing
scenes could have been shot on another day and that
the director therefore deliberately chose to shoot in
semi-darkness. After further questioning, the
children will begin to understand that the darkness
symbolizes the evil of war. They will remember

that the sound of distant gunfire is heard at the
end of the film.

Similar methods may be used to direct children's
attention to other significant aspects of the film,
which might well be screened for a second or even
a third time. What is it, for example, that estab-
lishes such a tranquil mood? Most children will
have noticed the laconic conversation, the music,
the sunshine on the rippling water, the bird song.
Less easily noticed, perhaps, is the rhythm of
the editing, and it is necessary to spend some
time teaching children to understand its signifi-
cance. Analogies from music and poetry are
helpful, and so is a physical demonstration with
some pieces of old 16 mm. film. Most useful of
all is a comparison of different films. In this
case, a useful contrast was the attack on the
Japanese cruiser from John Ford's They Were
Expendable, where very rapid cutting is used to
create excitement.

In this kind of lesson, which is typical of the
approach to film study in British schools, children
learn to look and listen carefully, they learn to
think about a film, to compare it with other films
and to relate it to their own experience of life.
They also learn incidentally the elements of the
"language' which a film director uses.

""Language'' is a convenient shorthand term, but
to use it in this context is to invite confusion, and
it is therefore necessary to explain what is meant
by the word as it is used in this study. It means
that a film director chooses certain things for his
audience to see; he lights these things in a parti-
cular way; he chooses where he will place his
camera; he cuts each picture to the length he
wants; he arranges the pictures in a certain order,
and he places them with any selection of sounds -
speech music, or natural sound - that he wants.
These fundamentals of film language, together with
the necessary technical terms (medium shot, low
angie, pan, etc.) can and should be taught quickly,
and such teaching should spring naturally from a
humane study of films. The knowledge as such is
not an end in itself but a means to a further end.
What matters about a low angle shot, for example,
is not the low angle but why the director chose to
make an actor loom over the audience. What is
needed is not merely knowledge, but the deeper
and fuller understanding and enjoyment which the
constant use of this knowledge brings.

Film making

The study of extracts and short films is one method
of teaching children film language. There is no
more intimate contact that children can make with
the film medium than is provided by making a film
of their own, and there are few experiences which
have more general educational value. Thus the

(1) Quoted in SEFT's Film Society News. Alex
Richardson is describing a discussion by boys
at Cornwell School, East Ham.
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whole group of children must carefully examine
the stories they themselves have written in the
light of several criteria: interest, credibility and
filmic quality, as well as sheer practicability.
Characterization too must be carefully examined.
What kind of boy is this? Would that kind or boy
do this kind of thing? How would his friends be
likely to react? How can we get the boy from this
situation to that one with credibility?

In the scripting process, they must rethink the
whole story in purely filmic t:rms. They must
make the whole film in their minds. At each peint
in the story they must decide what is the important
thing - what they wish to direct attention to, and
why, and in exactly what filmic way. They must
decide at each moment what they want the audience
to feel, what attitude they want the audience to have
towards the character and situation, and how this
can be achieved with the camera and actors.

Thus children learn that the most important thing
in a film is the people and their relationship to
each other, that film making is a craft as well as
an art, and that without the craft there will be very
little art. They learn that it is not a solitary acti-
vity, such as painting or writing, but that it needs
the disciplined co-operation of a large number of
people. They learn that film has enormous potenti-
alities but is subject to rules and limitations, and
that imagination must work within the impe ratives
of the medium. Above all, children have the satis-
faction of collectively making an artistic statement,
of expressing their own personalities, thoughts and
lives, in a popular art form.

Thinking about films

Children who have had this kind of experience are
well equipped for a visit to the ordinary commercial
cinema, and indeed such visits may be one way of
gaining that experience of the best of cinema which
is the sine qua -ion of education in film. If a teacher
has the right sort of personal relationship witl: his
pupils, if they are convinced that he wants them to
enjoy films, they may well accept guidance from
him as to which of the films showing locally they
should see. The film may later be discussed in
the classroom. Indeed, films from the local
cinemas, whether worth while or not, should
frequently be the subject of such discussion, for
film education must be closely related to the normal
film going experience of the children. Far too
much of what passes for education in schools has
little or no relation to the world <hildren live in.

The kind of comment which can be expected from
children who have had some film education is illus-
trated in these extracts from a discussion of
The Searchers by Doa Waters and some 14-year old
boys at Cornwell Secondary School, East Ham:

"Shopland: I don't think this film was out of the
ordinary at all. There were the cowboys and the
'adians fighting, and the time lapses I don't think
were shown very clearly.

Wilson: Yes, if they could have made one big
climax at the end ...
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Teacher: There was a climax, wasn't there?

Shopland: Yes, but I don't think that was much.
When you looked at it you thought, 'This is going
to be it'. But it didn't turn out much after all.
The cowboys just charged at the village, the
Indians Scattered and that was about all. If they
could have made the shots quicker, and inter-
char ged from one Indian to another, and quickened
the whole thing up, I think it would have made it
much more exciting.

Teacher: Can we just move on quickly to con-
sider Ethan. Ethan - you remember he was
played by John Wayne - was the chief character in
the film around whom, really, the whole film was
built.

Collins: Well, Ethan's attitude to Martin wasn't
at all convincing. He started out with being nasty
to him, and over the whole period of the time he
was absolutely shocking to him, and even when
Ethan was jocular he was sarcastic with it,

Edwards: Well, I think myself Ethan only cared
about himself. He gave you that opinion all the
way through it, and at times when he started
shooting madly at the buffalo he was just as
unstable as Moses.

Carey: J don't like that kind of hero. A hero
has to be a nice man whom you can pity more
than hate ...."

Experience of the best

The majority of films shown in the commercial
cinernas, however, have little value and it is not
possible to rely on them alone. Children will have
adequate experience of the best films only if
teachers arrange this for them. In Britain, this
is more usually done by means of a school film
society. At Ashburton School, for example, about
half of the pupils (350) are film society members.
In return for an annual subscription of 4/- they
see 8-10 films. Examples of films shown during
the last few years are:

Shane Private's Progress
High Noon The Man in the

The Defiant Ones White Suit

Paths of Glory The Lavender

A Man is Ten Feet Tall Hill Mob

Orders to Kill

Great Expectations

Oliver Twist

Jour de Féte Le Ballon Rouge

Les Vacances de We are the Lambeth
M. Hulot Boys

The General Louisiana Story

The Navigator Rhythm of a City

Safety Last The Back of Beyond

The Big Store The Rival World

The Ladykillers
Thursday's Children
Crin Blanc

Each film is briefly introduced, and the children
are given a programme which serves as the found-
ation for later discussion. Here is a typical
programme;




ASHBURTON FILM SOCIETY

The Defiant Ones

U.S.A., 1958
Director: Stanley Kramer

THE STORY

Two escaped convicts, a white and a Negro, are
chained together. Each hates the other, but the
dangers they pass through together - crossing a
river, escaping from a clay pit - make a stronger
bond between them than the chain.

DID YOU NOTICE

The invisible chain joining the two hands as the
wounded white man tries to board the train?

(29 Ja—~uary 1960)

The white convict: Tony Curtis
The Negro convict: Sidney Poitier
The sheriff: Theodore Bikel

THINK ABOUT THESE REMARKS

"You can't lynch me - I'm a white man."

(the white convict)
"Did you ever hear tell of the bohunk in the
woodpile?"

(the Negro convict)
"Hunting rabbits, hunting men - sure, it's the
same thing."

(the sheriff)

ASK YOURSELF AFTERWARDS

This film is an allegory - a story with a meaning
hidden below the surface. What is this meaning?

NOTF: Stanley Kramer also directed On the Beach (based on Nevil Shute's book), which tells how all human
life is destroyed by hydrogen bombs. This film will be showing in Croydon from 28 February to 5 March.

Summing up then, the aim of film education is to
teach discrimination, that is to teach children to
enjoy and appreciate to the full all that is good in
cinema. By careful study of films, and through
film making, children must learn to look and listen
carefully and thus become more capable of respond-
ing to films. Through discussions, they must learn
to think about films and to relate film experiences
to their own lives. Through school film societies,
and through the commercial cinemas, they must
have adequate experience of the best of cinema.

Some questions for discussion

Should film education be undertaken by any teacher
who does not believe that films can be judged by
objective standards?

Is there such a thing as "film language" ? If so,
what is it and how important is the teaching of it?
Is it ever permissible to use a film merely as
an introduction to a general discussion? Can this

be described as "film education' ?
Is a complete film education possible for a child
who has never taken part in film making?

SECTION II
THE AIMS OF TELEVISION EDUCATION
To what extent are the aims and methods of film

education relevant to education in television?
Before this question is considered, it i8 necessary

to examine the differences between the two media.

Differences between films and television

From the child's point of view, the greatest and
most obvious difference is that he spends far more
time before the television set than he does in the
cinema. The most recent figures available in
Britain(1) show that an average child watches tele-
vision for nearly 20 hours per week. There are
nowadays comparatively few children who spend
even a quarter of this amoua: of time in the cinema,
and even in the heyday of the cinema, some 12-15
years ago, the child who made six visits a week
was a very rare bird. In order of time, moreover,
as well as of importance television comes first in
a child's life. Most children watch television
occasionally from the age of three or earlier, and
the 5-7 age group in Britain watches an average of
two hours a day.{1) Thus children have consider-
able experience of television before they begin to
visit the cinema regularly.

The content of television i8 more varied

When a child visits the cinema, he spends nearly
all his time there watching feature films, that is,
fiction in a dramatic form. When he spends an
evening watching television, his experience is
very much more varied. How varied is it? What
does television offer a child in terms of content?
The figures given below are an analysis of one

(1) What Children Watch. A Granada survey.

35




week' s television in November 1961 on both also fairly accurate as percentages of the total

channels in the London area,{1) from 5 p.m. to time.

11 p.m. on weekdays and throughout the day at Programmes have been classified according to
week-ends. (That these are the hours when child- content and also to whether they are: (1) live or
ren are likely to be watching television is demon- tape recorded (in many cases it is impossible to
strated both by classroom experience and by all say which); (2) filmed; (3) a mixture of live,
the professional surveys.) There are regional and filmed, and tape recorded material.

seasonal variations in programming, but these are

comparatively small and the figures given here are (1) As far as is known, no comparative content
typical of most weeks in most parts of Britain. analyses have been published for other
About 100 hours of programmes have been analysed countries. This is a serious lack which

8o that the figures, which are given in hours, are should be remedied.

Content Analysis of British Television(l)

Total Live or tape recorded Filmed Mixed
FICTION
1. Crime series 81/2 3 51/2 -
2. Misc. series 81/2 3 51/2 -
3. Costume series 21/2 1 11/2 .
4, Western series 41/2 - 41/2 -
5. Complete plays 51/2 51/2 - -
6. Complete cinema films 41/2 - 1/2 -
34 12 1/2 21 1/2 -
FACT
7. Topical 15 31/2 81/2
8. Outside broadcasts (sport) 7 7 - -
9. Outside broadcasts (misc.) 4 - -
10. Documentary 10 31/2 5 11/2
11. News bulletins L] - = 6
42 18 _8 16
THE REST
12. Advertisements 6 1 5 -
13. Comedy 41/2 31/4 11/4 -
14. Quiz 4 3 1
15. Light music 3 3 3 -
16. Variety 21/2 21/2 - -
17. Cartoons 2 - 2 -
18. Serious music 11/2 11/2 - -
19. This is Your Life 1/2 1/2 - -
24 14 3/4 91/4 -

(1) Notes on the content analysis
1-4. Mostly series of self-contained episodes, althougha few are really long plays divided into a
number of instalments.
2. Includes domestic, medical, legal, and adventure series.
6. An example is John Fcrd's " The Informer'.
1. This includes programmes which, for the most part, are about current events but which do not
attempt to give up-to-the-minute news. Examples are "Tonight", "Panorama" and "Here and Now''.
9. Includes two religious services, the finals of the "'Miss World" competition, and a speech by
the Prime Minister.
10. Mainly travel and nature films, and science programmes.
12. The live material is advertising magazines. The remainder is filmed material inserted
during and between programmes.
13. Comedy shows in dramatic form are included here.
19. This programme is described in Section IV, 5. Although it is the only programme of its kind,
it contains in concentrated form certain ingredients which are to be found in many other programmes.
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There are, then, important differences of con-
tent between cinema and television. Dramatic
firtion, which fills the cinema screens for much
of the time, represents only about one-third of
British television's output. Children themselves
are very conscious of this difference of content.
One hundred and forty 14-year olds were asked to
write down what they thought were the important
differences between cinema and television.

Typical comments were:

"The film can either be romantic, comedy,
musical or adventure. The television does include
these things but it also shows extra things which
the film cannot, e.g. quiz programmes."

"There are more political meetings and pro-
grammes that will teach you something on the
television."

"You don't get any circuses in the cinema."

The general standard of television is lower
than that of films

Another major difference between the two media is
in the quantity of material needed. In Britain,
some six thousand hours of broadcasting time have
to be filled each year and, with the prospect of a
third and even fourth channel within the next few
years, this amount seems likely to increase.
Under these circumstances much of the material
broadcast on television is inevitably of a low
standard. There is not, at least at present, enough
human talent to produce worth-while material to
fill all the broadcasting time.

Television pictures, moreover, suffer from
poorer definition (particularly in the British 405
line system), and both with television picture and
sound are more liable to technical mishaps.
Children are conscious of both the general and
technical inferiority of television:

"Cinema has better made films. More money is
put into them."

"Cinema films are made more carefully and
realistically than TV plays."

"When you are at the cinema, nothing ever goes
wrong with the pictures. The television at home
is always going wrong at the exciting parts."

"On the television, minor details are left out or
are not seen. On the cinema screen, things are
enlarged a great deal and this makes viewing a
great deal easier."

Viewers tend to be less critical of television

There are, moreover, factors at work which tend
to persuade audiences to accept television's low
stcndards. Most viewers regard television as free
entertainment. (In fact it is not, for the cost in
repairs and depreciation of a television set plus
the annual licence fee is about the same as the cost
of a weekly visit to the cinema by two people.
However, few viewers count the cost in this way.)
In the children's comments on the differences
between cinema and television, "you don't pay to

watch television" was second in order of frequency.
(Equal firsts were the smallness of the screen,

and the lack of colour on television.) Because
viewers regard television as free entertainment,
they are inclined to demand less of it than of
something they pay for.

Thi. tendency to accept low standards for tele-
vision is accentuated by the fact that ielevision is
usually seen in the home. There are many homes
where television, like radio, is often no more
than a background to other activities. Moreover,
watching a television programme does not involve
that sense of occasion which a visit to the cinema
produces, that feeling that an hour or two has been
set aside for a special kind of experience. Tele-
vision is often a constant stream of fleeting
impressions. Because there is light in the room,
it is possible to talk and to read, even to do home-
work, and still give some slight attention to tele-
vision. The point is that the attention is slight,
and that it is often disturbed. In a darkened
cinema, the conditions for close attention to the
screen are more favourable:

"When it comes to the cinema, I enjoy it much
more because there are no lights so it is better to
see, and there are very rarely intermissions
unless it is a very long film."

"The cinema has a bigger screen and more
atmosphere. If the film is a good film, you
imagine yourself in the film and forget about
everything that is going on about you."

"When I am watching television I have many dis-
tractions, when tea is made or Mum's ftiends
come round."

""At home you car talk about the television while
it is on but in cinemas people would object strongly."

On the other hand, the degree of concentration
achieved by the average cinema audience must not
be exaggerated:

"I prefer TV because there is not so much noise,
cheers and whistles as in the cinema."

"At home you do not have people coming round
your seats selling ice creams and sweets."

The intimacy and immediacy of television

This account of the differences between cinema
and television has so far been concerned with the
kind of screen experience to be had from each,
and with the attitude of audiences towards it. It is
now necessary to consider each medium from the
producer's end. Most writers about television
agree that the major differences between the two
media are:

1. In television, what the audience sees and hears
is happening while they are watching. Thus imme-
diacy is one of the keynotes of television. A tele-
vision programme, moreover, is continuous,
whereas a film is a number of sections pieced
together.

2, Television communicates more directly and
intimately with its audience, because this audience
is usually 3-4 people in their own home. Thus the
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audience is often addressed directly, as if the
person talking to them was actually in the room
with them.
3. The screen is small and the picture is not well
defined. Thus there are narrow limits to the
amount of detail that can be shown at any given
time, and the close up becomes more important
than in the cinema.

These three characteristics of television must
now be considered in more detail.

1. Immediacy and continuity

Edward Stasheff and Rudy Bretz{1) beiieve that the
uniqueness of television comes from immediacy,
spontaneity and intimacy, but they suggest that
immediacy becomes important only in non-dramatic
productions. In drama, they believe, the audience
may become so lost in the illusion of the story that
immediacy is forgotten. Paul Rotha(2) believes
that "immediacy denies a fundamental requisite of
the artist - the right to select in contemplation."”
On the other hand, Jan Bussell(3) says, ''There is
something vital about the present moment that the
photograph cannot catch, the magic of sharing this
moment of creation with the artist, whose perform-
ance becomes in some indefinable way more sensi-
tive, knowing that his moment is shared." Bussell
also points out that television acting is more like
theatre than film in that the actor has to sustain
his réle throughout a whole performance and has
no opportunity for making improvements. Most
writers on television also refer to the fact that the
television director is not so firmly in control as
the film director.

Thus Bussell points out that consistently good
picture composition is more difficult to achieve
with television than with films.

2. Intimacy and directness

Jean Renoir{4) says (of American television), "I
remember, for instance, certain interviews in
connexion with some political hearing. Here,
suddenly, we had a huge close up, a picture of a
human being in his entirety. One man was afraid,
and all his fear showed; another was insolent,
insulted the questioner; another was ironical;
another took it all very lightly. In two minutes we
could read the faces of these people; we knew who
they were. I found this tremendously exciting ...
and somehow an indecent spectacle to watch., Yet
this indecency came nearer the knowledge of man
than many films."

Norman Swallow{®) says that in television journal-
ism the emphasis must be on the personality of the
man who appears on the screen to present the pro-
gramme.

3. Small screen

Desmond Davis(6) believes that the essence of tele-
vision is the close up, and Jan Bussell writes, "Go
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into close up as often as possible. Pack all groups
as tightly as possible, so that the camera need not
retire too far. Let us see what we want to see as
boldly and clearly as possible." He also points
out that the smallness and low definition of televi-
sion pictures make necessary the frequent use of
close up. He maintains, moreover, that this is
an advantage, for frequ:nt facial close ups, in
which the face appears at approximately life size,
make possible a more intimate style of acting than
is permissible in the cinema.

Some of these authors believe that television
producers should seek always to emphasize rather
than hide the differences between film and television.
Thus Stasheff and Bretz write, "If television is to
find itself, then it must accentuate its difference
from film", and Bussell believes that "Film and
television are quite different media, and to borrow
is a confession of weakness." He points out that
intimacy does not require the sort of thing that
only film can do.

Jan Bussell and a number of other authors,
however, wrote some years ago, about the danger
of generalizing from experience of television at a
particular point in its development. This is illus-
trated in the following comments by Nigel Kneale,
author of three science fiction serials broadcast
on BBC television{7):

"To get the ultimate out of any medium, it must
be possible to define its limitations. And the limi-
tations were indefinable. They changed almost
week by week, both at the transmission and recep-
tion ends." After referring to improvements such
as console lighting and video tape, he goes on,

"In a few years screens will probably measure

-about five feet by three, and have far higher defi-

nition than today. Relatively, they will be as large
as those in cinemas. The smallness will have

gone for good, and anyone still battling out special
techniques for it will be left with them on his hands.
The ‘intimacy' idea will only be of antiquarian
interest, like the tiny screens that produced it.

Already it is becoming clear that there is no
technique, but a thousand, Increasing mechanical
resources should make style as individual to the
story and the teller of it as in any other medium -
a book, for example, of a well made film."

And later he continues, "In the last Quatermass
serial, for instance, some 45 minutes were on
film out of a total screen time of 3 1/2 hours -
and a surprisingly satisfactory number of expert

(1) The Television Program. New York, Hill &
Wang, 1956.

(2) Television in the making. London, Focal
Press, 1956.

(3) The Art of Television. London, Faber &
Faber, 1953.

(4) Sight & Sound. London, Winter 1958-1959.

(5) Television in the making. London, Focal
Press, 1956.

(6) The Grammar of Television Production.

(7) Sight & Sound. London, Spring 1959.




P - < LA YV}

colleagues failed to spot exactly which 45 minutes.
All the technically difficult scenes, involving
special effects which it would have been risky to
tackle live, were filmed, giving the producer
much greater control. Control .... precision.
These were the elements that unt.1 recently were
always unpleasantly lacking in live television."

Nigel Kneale is writing about one particular kind
of television - drama - but Tony Hodgkinson(1
has demonstrated that whatever kind of material
is under discussion there is no real difference
between film and television as such:

"The reason why there is no separate art of
television, why therefore there will never be
specialized 'television teaching’, is a simple one
which has been obscured for us by an accident of
history. Film was invented some thirty years
before television, yet essentially they are both the
same invention - means of presenting moving
'reality’ on a screen. These two forms of commu-
nication and expression which today we distinguish
as 'film' and 'television' are but two sides of the
same coin, two manifestations of one art, two
ends of the same scale. Let us apply some analo-
gies ..... Suppose the first method of producing
pictures had been the mosaic method, and that the
use of brush and pigments had come later. Film
is a mosaic method - a mosaic in which each indi-
vidual fragment has to be quarried, shaped and
coloured separately; television represents the
more fluid, spontaneous brush technique."

In any case, most television in Britain (and
expei.ence abroad may well be similar) is not
broadcast live. The figures on page 12 show that
approximately 40% of programmes consist entirely
of film. Moreover, many of the programmes
classified as "mixed" consist largely of film. For
approximately half of the time, therefore, television
in Britain is used simply as a means of showing
films.

Many of these films have been made specially
for television and some of them are closer to live
television than to cinema film, The reporter
addressing the audience directly, the interview
with close ups, the incident which cannot be
repeated - does it really matter whether all these
are broadcast live or pre-recorded on film? Jean
Renoir(2) speaking of a film he was making for
television, said "I would like to make this film -
and this is where television gives me something
valuable - in the spirit of live television, I'd like
to make the film as though it were a live broadcast,
shooting each scene only once, Wwith the actors
imagining that t.e public are directly receiving
their words and gestures. Both the actors and the
technicians should know that there will be no re-
takes: that, whether they succeed or not, they
can't begin again."

Roberto Rossellini(3) spoke of other televisual
qualities in some kinds of film: "The television
audience is quite different from that of the cinema.
In television you're talking not to the mass public
but to ten million individuals; and the discussion

becomes much more intimate, more persuasive.
You know how many setbacks I've had in my
cinema career ... well, I realize that the films
which were the most complete failures with the
public were just thoge which, in a little projection
theatre before a dozen people, vleased the most."
Jean Renoir, referring to the success on television
of Diary of a Chambermaid (a film which was badly
received in the cinema) said, "I thought I had made
a cinema film: and in fact, without realizing it,
I'd made one for television."

If some film is more like live television than
traditional cinema, what of a live broadcast
recorded on video tape? As far as can be judged,
the only difference between this and live television
is that the audience may know that it is pre-
recorded. It is only on rare occasions and with
certain kinds of material that this matters. There
was a time, for example, when many viewers
watched This is Your Life mainly to see whether
the subject of the programme would refuse to take
part. When one subject did in fact refuse, no
viewer ever saw it because this part of the pro-
gramme, it was revealed for the first time, was
pre-recorded. This type of programme, however,
is rare.

Thus it is necessary to distinguish not so much
between film, live television and video tape
recordings, but simply between various ways of
using moving pictures with sound. Whether the
pictures happen to be filmed, live, or tape
recorded is largely irrelevant. Dreyer's Jeanne

d'Arc and Bresson's Un Condamné 3 Mort ....

made for the cinema, are as intimate as Arthur

Hailey's live television play, Flight into Danger,

and a large-scale television vari ety show closely

resembles some kinds of film musical.
Thus the principal characteristics of television
which make it different from cinema are:

1. It occupies more time in the lives of children.

. Its content is more varied.

. It is generally of a lower standard.

. Audiences are more inclined to accept it

uncritically.

5. A small proportion of television has the
quality of immediacy.

6. A larger proportion of television - which may
be either live, tape recorded or filmed - has
the quality of intimacy. It should be noted,
however, that technical developments are
tending to reduce the proportion of intimate
material.

o W N

The aims of television education

It is now necessary to look back to the first
section of the study, in which the aims of film
education were defined and its methods described,

(1) The Film Teacher's Handbook. London,
Sept. 1959-1960.

(2) Sight & Sound, Winter 1958-1959.

(3) Sight & Sound, Winter 1958-1959.
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and to ask how far these aims and methods are
relevant to television, having regard to all the
differences between the two media.

It is certainly true that one fundamental aim of
television education, as of film education, is to
teach discrimination, that is, to help children to
enjoy to the full all that is good. It should also be
noted that in both television and film, this implies
teaching children also to reject what is bad. This
negative aim is more important with television
than with film, for what children see at the cinema
(in Britain, if not elsewhere) is on the whole of
higher quality than what they see on television. A
group of one hundred 14-year old boys were asked
to write down the titles of all the films they had
seen over a period of one month. Out of 277 film
viewings by these boys, 142 were of films of a
reasonable standard of quality - films such as
Whistle Down the Wind, The Magnificent Seven,
The Guns of Navarone. Thus about half of what
they had seen at the cinema was of some value.

No more than 20% at the most of what they see on
television reaches the same standard of quality.

Television, moreover, has certain characteris-
tics which make it necessary to extend the meaning
of "discrimination", and perhaps even to add
further aims. The varied content of television,
the immense quantity of material children watch,
and the conditions under which they see it, have
important consequences. These are admirably
described by Muriel Telford, Headmistress of
Leek High School for Girls. (1)

"Television can transmit to us an unbroken
succession of sounds and visual impressions which,
taken individually, would each demand a different
kind of expectation and response from the viewer,
but which are given a spurious homogeneity by the
sameness of the room and atmosphere in which we
view, the sameness of the box from which the
impressions come and the kind of physical effort
we have to make to receive them. They are also
given a spurious continuity because on neither
channel is a moment of space or silence permitted
between one programme and the next ... we
obligingly 'keep watching' and in moods of idleness
accept a programme we would never have turned
on for its own sake because we were led straight
into it from one we had chosen. Unless and until
we train ourselves to switch off smartly, no oppor-
tunity occurs for assimilation of the programme
just finished, for criticism or discussion of it, or
even simply for pleasurable recollection. More
important, we have not the time or opportunity for
adjustment to a different type of programme oOr a
different level of realism .... Too often we expect
just 'the telly' rather thana specific kind of
programme.

I remember being in one of the first trains to
pass through Wealdstone station after the appalling
rail disaster there. We moved through slowly at
night, the area of wreckage was lit like a stage set,
there was the shape of a scene familiar from news=-
paper photographs and the television Screen,
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rescue workers went on lifting débris, carrying
away the dead. On the other side of the train
window, the thing was really happening, and we
inside were detached, half-comprehending,
irresponsible, uncomfortably secure in our
inability to help. It seemed, and still seems, a
parable of our viewing of news and documentary,
watching a real drama, not quite believing in it,
powerless to take part and so vaguely curious
instead of truly compassionate."

After describing the variety of a typical evening's
viewing, Muriel Telford continues:

'""No wonder that the single programme, whether
trivial or serious, generally fails to make much
impression, while series and regular characters
become part of viewers' lives, and adults as well
as adolescents can combine easy undemanding
fantasy relationships with synthetic personalities
and indifference or hostility to real people on
either side of the screen. Yet occasionally a real
programme bursts out of its smothering setting
and is remembered and talked about weeks later;
vicarious experience involves the viewer and
exacts the fuli attention of eye, ear and mind.

...We can be shown visually and told on tele-
vision of events in Algeria, Sharpeville, or
another part of our own town, about refugee camps
and famine, and be unmoved because the medium
itself has conditioned us to an attitude of detached
half-belief that does not demand action ... debunk-
ing and the inculcation of scepticism are often
easy, often fun, and often necessary; but they are
not enough. In the end the greatest danger is not
the soft head but the hard heart."

Thus the term "discrimination" must be extended
to include making children aware of the distinction
between different kinds of programme, conscious
that "television' is not a single entity. Passive
acceptance of television is, moreover, éven more
likely than passive acceptance of film, and a cor-
respondingly greater effort must be made to
counter it. Similarly, there are more compelling
reasons for directing children's attention to parti-
cular, worth-while television programmes than
for persuading them to see worth-while films
Above all, the teacher must remember that tele-
vision is all the time influencing the beliefs and
moral attitudes of children. It is not only that
television can make them cynical about everything
and indifferent to human suffering, as Muriel
Telford points out. Every television programme
contributes to the process by which a child accepts
certain values and adopts certain attitudes. The
values and attitudes conveyed by television are
sometimes false. Every programme helps to
create a picture in the child's mind of the contemp-
orary world, of racial, social and vocational
groups, of national history, political institutions,
etc. The picture may be distorted or rendered
incomplete.

(1) Screen Education, London, No. 11,
December 1961.




Psychologists tell us that there is very little
firm evidence about the effect of television on
children's attitudes and values, and they plead for
more research. Research is certainly needed, but
the teacher whose daily responsibility it is to edu-
cate young people cannot wait for the results of
research. He must work on the assumption that
values and attitudes are influenced by television.
There is, moreover, some firm evidence on this
subject. Dr. Hilde Himmelweit(1) says:

"Gradually, almost imperceptibly, television
entertainment brings about changes in children's
outlook and values, even though the programmes
that achieve this do not deliberately set out to
influence. It is rather that the similarity of views
and values conveyed in television programmes,
particularly in plays, make their cumulative impact.

The following principles indicate the conditions
under which maximal effect is likely to occur (i.e.
from the cumulative impact of a number of pro-
grammes rather than from the impact of a particu-
lar programme):

1. If the values recur from programme to pro-
gramme;

2. If the values are presented in dramatic form so
that they evoke primarily emotional reactions;

3. If they link with the child's immediate needs
and interests;

4, If the viewer tends to be uncritical of and
attached to the medium;

5. If through his friends, parents, or immediate
environment the viewer is not already supplied
with a set of values which would provide a
standard against which to assess the views
offered on television."

No doubt children's values and attitudes are also
influenced by the cinema, but Dr. Himmelweit's
first and fourth principles, considered in the light
of the extent and nature of children's television
viewing, indicate that they are more likely to be
influenced, and to a greater extent, by television.

Dr. Himmelweit's fifth principle is a challenge
to the teacher. English teachers have traditionally
taken the view that any attempt on their part to
influence their pupils' beliefs is of doubtful prop-
riety except in certain clearly defined areas -
children have always been taught national loyalty
and they have always been expected to give a
notional assent (often it is no more than that) to
certain religious doctrines. Other attempts to
influence children's beliefs have been described by
the emotionally tinged word "indoctrination" .
Properly understood, indoctrination means the use
by a teacher of unfair means to influence children's
beliefs, taking advantage of their immaturity and
lack of experience to persuade them to accept
certain ideas. This, of course, is quite wrong. It
is also true that one aim of education is to get
children to question accepted beliefs, but such
questioning must not become an end in itself;
children must not be taught to believe only that they
should not believe in anything. The purpose of
having an open mind is to allow something to come

into it. The questioning of what is accepted is a
mere preliminary, after which a child must be
taught to reason his way to belief by using whatever
experience he has. The teacher, moreover, must
demonstrate that he himself believes strongly,
even passionately, in certain things. A teacher
who acts as if children's values and attitudes were
no concern of his not only raises doubts concerning
the depth and sincerity of his own beliefs; he also
gives children the impression that it does not
matter what they believe and, worst of all, he
leaves them defenceless against the powerful
voices, both commercial and political, which use
all the techniques of modern communication,
including television, to put over their ideas.

Summing up then, the aims of television
education are:

1. To help children to enjoy and apprec .ite to the
full all that is good in television.

2. By implication, to teach them to reject what
is bad.

3. To maintain and develop children's respect
for human values.

4. To give them a true understanding of the
world they live in.

The difference between these aims and those of
film education is mainly one of emphasis. Child-
ren in Britain spend comparatively little time at
the cinema; what they see there is homogeneous;
and it is on the whole of a higher standard than
what they see on television. Thus the second,
third and fourth of the aims listed above become
relatively (but only relatively) unimportant in film
education, and the main emphasis is on the first
aim.

Some questions for discussion

Does the greater importance of television in a
child's life necessitate introducing him to television
education before film education?

Are children's values and attitudes, and their
understanding of contemporary society, influenced
more by television than by cinema?

Do children watch television less attentively
than cinema, and are they more inclined to &ccept
it passively?

Has the importance of (a) intimacy and (b) imme-
diacy in television been underestimated here?

What important differences are there between
film made for television and film made for cinema?
What important differences between cinema and

television have not been mentioned here?

Have the more negative, prophylactic aims of
television education been over-emphasized here?

Is the relation between film and television less
close than is argued here?

(1) Television and the Child. London, Oxford

University Press, 1958, Dr. Himmelweit's
conclusions are bac=d on comparative studies
of viewers and of chiidren who had never had
the opportunity of seeing television.
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SECTION III
METHODS OF EDUCATION IN TELEVISION

1. The teacher's attitude

Mo teacher can hope to assist young people to
enjoy the best of television unless he himself
enjoys it. This is the prime qualification of the
teacher. He must, moreover, be capable of en-
joying a television programme for its own sake.
It is widely accepted in Britain that teachers must
be familiar with television so that they will be
able to share their pupils' interests and make use
of these interests in teaching geography, science,
etc. in the classroom. It is perfectly proper to
use television in this way but this is not education
in television. History teachers use Dickens' novels
to illustrate Nineteenth century social conditions,
but they do not claim to be teaching English
literature.

Again, it is sometimes a. gued that teachers
should use children's interest in television as a
ladder to "higher' things - as a means, for example,
of stimulating their interest in theatre or the novel.
Thus television is regarded as inferior in itself
and the teacher's interest in it is simulated. This
dishonest pretence is unlikely to deceive children.

It is, nevertheless, true that many particular
television programmes are inferior. It is also
true that children often enjoy programmes which
the teacher thinks are deplosable. The teacher's
attitude in this situation must be one of tolerance.
Outright condemnation of children who enjoy poor
television programmes will inevitably destroy that
bond of personal sympathy between pupil and teacher
which is essential for any kind of education, but in
particular for education in television. Condemna-
tion, moreover, will not change children's tastes.
Only patient work over a long period will do this.

2. Experience of the best

As in film education, one of the teacher's most
important tasks is to ensure that children have a
wide experience of the best the medium has to
offer. This task is extremely difficult. Most
British schools are equipped with a 16 mm. pro-
jector and a wide variety of films is available;
finance is occasionally a problem, but an interested
teacher will usually find no difficulty in presenting
a good film at a time and place convenient to the
children. The teacher, however, has no control
over the timing of television broadcasts. There
are television broadcasts during school hours in
Britain but most of them are directly educational
programmes. To watch a good example of this
kind of programme is a valuable experience, but
what children need to see above all are outstanding
examples of the kind of programmes they see
during the evening. The teacher may attempt to
influence children's choice of evening television
programmes, as he will try to guide them to the
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best films in local cinemas, and if he has the right
personal relationship with the children he may

have some degree of success. Television, how=~
ever, unlike cinema, is shared by the whole family,
and it is usually the parents who decide which pro-
gramme (or, more usually, which of the two
channels) will be seen. A child who has been

asked to watch a particular programme will often
say in school next day, "I tried but Dad wanted the
boxing."

So a well organized system of co-operation
between school and parents is necessary. A list
of recommended programmes might be distributed
to parents each week. It would of course empha-
size mainly the best examples of the kinds of pro-
gramme children readily enjoy - drama, music,
variety, comedy, quiz - but it would also attempt
to widen children's tastes by directing attention to
types of programme against which they are pre-
judiced but which they might well enjoy. This
weekly list would therefore attempt the same
functions as a school film society. There is,
moreover, no reason why it should not also direct
attention to programmes which would help a child's
school work.

At best, however, this is only a partial solution
of the problem. Outstanding television programmes
recorded on 16 mm. film, if they were available in
sufficient quantity and variety, would provide a
complete solution. In some respects, such film
recordings are more valuable than live broadcasts.
A film recording can be studied and not merely
seen. It can be projected two or three times or
more; it can be dissected and analysed in the
same sort of way as a film. Only in this way can
a television programme be fully appreciated and
enjoyed.

3. The television diary

There is at least one other field for fruitful co-
operation between teachers and parents. Every
child should keep a television diary, and parents
could do much to ensure that it is kept properly.
The teacher can provide the information necessary
for such a diary, preferably in the form of a set
of duplicated sheets to be filled in by the child.
Items might include:

Title of programme. Date and time of
transmission.

Broadcasting company (i.e. BBC, Granada,
ATV, etc.)

Director. Writer.

Fact? Fiction?

If fact, was it interview? reporting?
discussion? comment?

If fiction, was it Western? crime?
domestic? etc.

Was the programme suitable for television?
(e.g. could it have been done better in a book,
on the stage, in the cinema?)

What did you like about the programme?

What did you dislike about the programme?
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It is important that a child should not be dis-
couraged by being asked to write too much about
any one programme. The above out.ine is not a
universal guide, but it is adequate. A child who
keeps such a diary should become more attentive
to what he sees on television, he should develop
the habit of distinguishing between fact and fiction
and of making a simple assessment of the quality
of a programme. Alove all, he will make an effort
to assimilate each programme and }:¢ will become
aware that television is not just one thing but a wide
variety of very different kinds of things.

4. Detailed study of television programmes

Section I of this study deals with the methods by
which children may be taught to attend closely to a
film and thus to become more aware and responsive.
The same awareness and responsiveness are
required for viewing television programmes. It is
probably true that habits of careful attention learned
in the study of films will be carried over to tele-
vision. Children themselves are conscious of .
differences between cinema and television, but not
between film and television; they realize that there
are important differences of content and in viewing
conditions, but they naturally accept that differences
between film and television as such are largely
irrelevant. They do not need to be told that the
"language" of television is the same as that of film;
that a television director chooses certain things for
his audience to see, lights these things in a parti-
cular way, selects camera positions, arranges the
pictures in a certain order and places with them a
selection of sounds. Most children are interested
in the technical details of how the pictures are made
and arranged, how the sound is added and so on, and
their curiosity should be satisfied. Visits to studios,
diagrams, scripts, classroom simulation of the
television studio, are all useful here. As with

film, however, this kind of knowledge is not import-
ant. Children may wish to know the technical
details of console lighting, and there is no reason
why they should not, but the important thing is that
they should understand the artistic purpose of
lighting a particular scene in a particular way.

One part of the careful looking and listening pro-
cess might well be a consideration of the differences
between film and television - or, mor = accurately,
between different ways of using moving pictures
with sound. Children candecide for themselves
how important the immediacy of these pictures and
sounds is; the audience itself is the judge of this,
for if the viewer does not feel any sense of excite-
ment, if he is not aware that what he is seeing is
happening as he sees it, there is no virtue in
immediacy.

Children might also consider film and television
versions of the same story. A group of boys who
had seen Oliver Twist in both forms made these
comments:

"I think the film version was much better because
there was more real life. You can't really have a

big mob in a studio." '"The workhouse in the play
was a tiny little room. There weren't really a lot
of boys and there wasn't a lot of racket going on
while they were eating. In the film, there was a
gigantic big hall, and there were women, and they
were all making a lot of noise."

"In the film studios, they take it by scenes - just
short snaps - but on television they do it for a
whole half-hour."

"In television, actors wait for the camera to be
on them, and sometimes you see this. In the film,
you don't see this."

No child in this discussion mentioned immediacy,
and it is worth pointing out to the children that they
themselves have demonstrated that immediacy is
not important in drama. The first two comments
quoted here emphasize the comparatively small
scale of a television production, and the other two
indicate the continuous nature of live television.
Children should note that the small-scale, intimate
quality of this particular production is not of the
essence of television, and that there are other,
non-continuous ways of producing television plays.

This kind of comparative study which, it must
be stressed, is a comparison of different ways of
using moving pictures rather than of film and tele-
vision, would of course be very much easier if
there were a wide variety of television study
material recorded on 16 mm. film. It must be
remembered also, as was said earlier in this
section, that this kind of study material is a very
convenient way o! introducing childrer > the best
of television.

5. Thinking about television

Much of this section has been primarily concerned
with methods of achieving the first of the aims of
television education: introducing children to the
best the medium has to offer, and helping them to
enjoy it to the full. All of the methods describca
so far are, of course, relevant to the third and
fourth aims, but the first necessity for the achieve-
ment of these aims is that children should be stim-
ulated to think about television. The small space
devoted to this aspect here must not be taken as a
measure of its importance, for much of the detailed
description in the final section is concerned with it.

Some questions for discussion

Has a correct and adequate account been given
here of what the teacher's attitude should be to-
wards his pupils and towards television?

To what extent may educational television pro-
grammes (i.e. those broadcast d.iring school
hours and intended primarily as aids to the teach-
ing of various subjects) be used to teach discrimi-
nation in television?

What differences, if any, are there between a
fil.n recording of a live broadcast and the live
broadcast itself?

What practical difficulties are involved in getting
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children to keep television diaries, and how should
these difficulties be overcome?

Is there such a thing as "television language".
If so, what is it and how important is the teaching
of it? What is its relationship to film language?

Do children need to know what happens in a
television studio to becc.ne more responsive to
television?

What kinds of television study material are most
needed?

Would the making of a television programme by
children have the same kind of educational value
as the making of a film?

To what extent will good habits of looking and
listening learnt in film education automatically be
used during television viewing?

Do children who have been trained to think about
films carry thoughtful attitudes over to television
viewing?

Should the same methods always be used with
both boys and girls?

SECTION IV
SOME LESSONS DESCRIBED

Television, like the film, is about people, and the
emphasis throughout these lessons is on television
education as a branch of the humanities. The five
kinds of television selected for detailed treatment
here are:

1. Crime series.

2. Westerns.

3. Advertisements.

4. Topical and documentary programmes.

5. "Peep-show' programmes.

These examples have been chusen either because
they are to be found more frequently on television
than in films, or because they are popular with
children, or for both of these reasons. Television
education, like film education, must be closely
related to children's normal viewing experiences.

1. Crime series

There are many different ways of dealing with this
type of programme in the classroom. In the kind
of lesson described here the discussion method is
used to stimulate children to think about the
characters and situations they see in crime series
and to relate them to life as they are able to
observe it. Children should be encouraged to think
about the following questions, the reasons for which
should be self-evident:

What qualities do you like/dislike in police and
detectives? What is their attitude to the criminals?
Are real life police and detectives like this? Why
do they always catch the criminals? Would tele-
vision plays in which the criminals are not caught

do any harm? What kind of people are the criminals?

What are we told of the reasons why they commit
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crimes? Are they convincing reasons? Are we
ever shown what happens to a criminal after con-
viction? What are we told about the reasons why
crime is wrong?

The following comments by children give some
idea of what goes on in this kind of lesson.

What qualities do you like/dislike in police

and detectives?

"I like Craig in Ghost Squad because he's
always having a bundle (fight)."

"I don't like Perry Mason. There's too much
chin wagging in the court all the time."

"I like the way Lockhart and Baxter bribe people.'

"Dan Matthews is big-headed. He always wants
to do everything himself - doesn't let the others
have a chance."

"I like Bollinger because he gets on with it.

It's not boring. All action."

"I like Lockhart because he always works
things out clearly."

The relative merits of intelligence and physical
force as methods of catching criminals might then
be discussed.

When one of the children in this series of dis-
cussion mentioned Maigret (a large number of
Simenon's novels have been dramatized on BBC
television) the opportunity was seized to direct
their attention to this, one of the few worth-while
crime series on British television. Maigret is
real, a fallible human being, unlike many screen
detectives, and it is his sympathetic understanding
of human nature which enables him to solve crimes.
Criminals are people, not merely objects to be
chiused by the police, and the main point is the
relationship of the characters with each other and
with Maigret. Discussion helps to bring out these
points:

"I like Maigret because he's so natural and
doesn't seem like an actor."

"When he catches them he doesn't twist their
arms up their backs like most detectives do. He
talks to them and sees their point of view. He
works from his idea of the criminal. Most coppers
say 'you'll be inside for a long time. We won't
see much of you.' Maigret's just the opposite."

"Maigret just walks round to their house and
they tell him about it. He's human, more than
other detectives."

"He's calm. This bloke Kookie (a character
from an American private eye series, 77 Sunset
Strip) jumps in a hot rod and tears oif all over the
place. Maigret keeps quiet and works it out in his
own mind."

"He's not always right. He makes mistakes.
He's always saying he's worried - like last night.
Some man came to him and said he was going to
be killed and Maigret said he wasn't. Next day he
was killed. It's more true to life than being right
all the time."

"You see Maigret at home and he discusses
things with his wife."




Another series which is more true to life than
most is Z Cars, abont the mobile police in a
Lancashire city. One programme in this series
included a most poignant scene in which a young
motor cyclist, injured in an accident, died in the
arms of a policeman. One boy commented:

"Z Cars is realistic. I used to watch Banger
Man and when a friend got shot he used to look at
him and say, 'Oh, he's dead!' and straight away
he's away in a car. Well, Z Cars is more true t.
life."

Another boy replied. 'l disagree. 1 know they
rush away 1n banger Man; but that way they can
get more of the story in. if they're hanging about
over a dead body it cuts the whole story short."

The first boy then commented: 'That's why
Z Cars is more true to life. It's not just trying to
pack more into a film. In Danger Man wher. some-
one gets killed, he says, 'Poor Joe. Nice bloke
old Joe was', but he loesn't think of what his
motner will say or worry about his relations."

Thus the contrast is pointed between the true
story and the superficial stereotype.

Wiy do the criminals always get caught in the end?

Twu kinds of answers are given to this question:

"The police are always much brighter than the
criminals. They always know the next step the
criminal is going to make."

"The criminals haven't got the equipment the
police nave. When the criminals get away they
have on.y one car but the police have many cars
and they can cut them off."

More significant is the other kind of reason
given:

"If the criminal doesn't get caught then there
isn't any end to the story."

"They have to have them getting caught so that
people have more faith in the police."

One boy suggested that the criminals should
sometimes be allowed to get away:

"If everyone's going to keep being caught every
time, people are not going to stay watching tele-
vision. They know what's going to happen."

And another suggested that this would be more
rcalistic:

"I think they ought to have more television series
with the burglars and murderers getting away
because not all the policemen catch them, do they?"

2. Westerns

Chi'dren might be encouraged to discuss the peren-
mal popularity of Westerns what they themselves
like about Westerns, and what makes them differ-
ent from other television series. They should be
persuaded to analyse the qualities of the various
Western heroes and to ask whether they seem like
real peonle or mere stereotypes. They might also
consid~1 the Western as a piece of story telling
and examine the plausibility and predictability of
the plot. They should realize also that there were

cinema Westerns long before television was
invented, and they might well consider some of
the differences between the cinema Westerr. and
the television Western.

One e..ample of a television Western, Tne Dan
Hogan Story (one of the Wagon Train series) may
be borrowed from the British Film Institute and
studied in school. The children are mainly inter-
ested :n plot and character, and in relating a
screen experience to their own lives. Dan Hogan
clashes with Jason Rance, the crooked town boss.
Hogan's friend cannot pay a gambling debt to
Rance, and Hogan defends him when Rance's men
try to beat him. Rance then tells Hogan to leave
town by 1.6 next day. Reluctantly, and only
because of his wife and children, Hogan decides to
do so. However, when he hears that Rance has
killed his friend, he decides to stay. Rance is
accidentally killed in the fight which follows.

A group of boys discussing this decided that
Hogan did not act in a cowardly way when he decided
to leave town. Why? Because he was thinking of
his wife and children. When it was pointed out to
the boys that naving a wife and family does not
excuse a man from fighting in a war, the following
discussion ensued:

George: "Well, in a war you've got to fight
really, haven't you?"

Eric: "In a war, if you con't go out and fight,
you're counted as a traitor or something and you
have to be shot. It's better to go."

Keith: "An old man might come up and say,
'Why aren't you fighting' ?"

Eric: "You're fighting for your country in a war.
It makes no odds about your wife."

Teacher: "But wasn't Dan Hogan fighting for
the other people in the town?"

Peter: '"He paid them back for killing his friend,
didn't he? He wasn't werrying about the town."

This last comment exposes the ccnfusion
inherent in this film, for Dan Hogan is presented
as a character motivated by the desire to help the
community. The boys see clearly that he is not,
and they see no connexion between the situation in
the film and national service in wartime.

In this and other respects, children corne to
appreciate the stylized and conventional nature of
Westerns. In the following incident they demon-
strate it to themselves. They were talking about
Whiplash, a Western series set in Australia. The
he. "o of this seriec uses a boomerang and a whip
instead of a gun. He righteously points our that
he does not use a gun because this would encourage
others to do the same. An attempi was made to
persuade the children to see the confusion and
dishonesty inherent in this attitude. They were
asked why he did not use a gun:

Peter: "Well, he dida't want them all to stari
being gunslingers like they are out in America."

George: 'Yes. If he'd fired a gun against
another man, they'd all have startec. and it would
have been a massacre.,"

Barry. "He killed a person with a boomerang.
He didn't like using a gun."
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Teacher: '"What's the difference?"

Eric: "If the man was on a horse, you see,
riding along, and someone throws 2 boomerang
and it clouts the back of his neck, it breaks it.

But if he shcots and it makes a hole, they know
he's been shot and try to find out who it is. With a
boomerang, they'll say he's fallen on to the ground
and broken his neck."

Keith: "Yes. Not such a messy job."

Thus killing is discussed entirely in practical
terms and from the killer's point of view. In fact,
of course, none of these children could conceive
of actually killing anybody themselves, however
much they might talk about it. They are here
thinking entirely within the framework of Western
conventions. Such a discussion might be followed
by a study of two examples of screen violence, one
realistic (as in Saturday Night and Sunday Morning)
and the other stylized (as in The Quiet Man).

3. Advertisements

Television commercials are of particular import-
ance in television education because they are the
one feature of television which deliberately sets
out to influence children's values and attitudes,
preferably without their knowing it. The teacher's
task, therefore, is to get children thinking about
commercials, to persuade them to bring to the
surface of their minds, and to examine, the values
implicit in the commercials. Children must also
examine the picture of contemporary society pre-
rented by these commercials. A class project is
an ideal method of dning all this. Children have
ample opportunity for close study at home, for the
same commercial may be repeated many times
during the course of one week. Tape recordings of

round tracks may also be analysed in the classroom.

Thus a class might be divided into groups. One
group is asked to note cominercials in which it is
claimed that the product advertised will help to
create a happy family or make you feel that you
are a successful parent; ano:her group will count
those which offer the energy and vitality of youth;
a third group will collect commercials which sell
glamour and romance, etc. After the results of
this work have been analysed, the different groups
may be asked to find out what commercials have
to say about such subjects as work, leisure, family
life, boy-girl relationships, youth, age, etc.
Their conclusions are likely to be as follows:

The purpose of work is to make leisure possible
and to enable you to earn enough money to enjoy it.
Work is never something satisfying or useful in
itself. Fnjoying leisure is one of the most import-
ant things in life, and you cannot enjoy it without
money. Family life is nearly always happy
because the family always have clean clothes and
have good and tasty things to eat and drink. The
essentials of a good home are that it must be clean,

hygienic and free of unpleasant smells. Cigarettes,

shoe polish and detergents, as well as cosmetics
and hair cream, can help you to get on with the
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opposite sex. Youth is highly Jdesirable but old
age is something to be forgotten. Anything new is
good and anything old is bad.

Thus a host of attitudes and values, and a pic~
ture of contemporary society, are dragged up
from the depths of the commercials. These
things must then be examined. Again, discussion
is the best method. It may not prevent young
people from being influenced by commercials, but
at least they will realize why they are being
influenced. Here are some examples of this
dragging up process ana of the examination of the
results:

1. An advertisement for a beverage called
Horlicks claims that it makes you sleep better
and that you thereby become less bad tempered.
This is always illustrated by a scene in which a
mother becomes angry with her child and, what is
worse, is observed by a neighbour. Children
were asked to describe what happened in the
advertisement:

Ray: "It shows you how nervous she is. She
buys some Horlicks and it makes her better."

Teacher: "Is a mother ill because she gets
angry when her boy tips the goldfish all over the
ficor?"

Garry: "No. My mother's like that all the time."

Ray: ""My mum's niggly (irritable) but I don't
think she needs Horlicks."

Thus they begin to realize that those moments
of irritation from which we all suffer are not a
disease needing special treatment.

2. Teacher: "Why are there so many young
people in commercials?"

John: "You get young people on there and it
makes the older people forget they're old."

Bill: "Yes. If they put old people in, it would
remind all the young people they're going to get
old."

3. Teacher: "What is it that makes families 1n
commercials so happy?"

Peter: '""They've got plenty of money."

Teacher: "How do you know?"

Peter: "By the layout of the house. They've
got all these modern washing machines, tood
mixers and all that."

Ken: "They don't have to be rich - you can get
washing machines and that on the weekly (i.e. on
hire purchase)."

Teacher: "'Yes. Well, what else makes them
happy?"

Keith: '""Being on television, I suppose."

Che last remark illustrates the danger of assu-
ming knowledge which the children may not have.
It had not occurred to this boy that television
families are actors playing parts.

4. Cigarette commercials are a large subject
of study in themselves. Among the most inter-
esting are those for Strand cigarettes. (1) In each
one, a young man, alone in a big city late at night,

(1) Three of these may be borrowed from the
British Film Institute.




consoles hi :self with a cigarette. Here is what a
group of cp ‘dren said about them:

Lionel: "here aren't many shots in the film.
It'd be exciti.. if there were lots of shots. There
aren't many cuts and its's not exciting. It's more
peaceful and lonely."

Teacher: "Why make it peaceful and lonely?"

George: ''To advertise the cigarettes as being
smooth. "

Teacher: 'Will it sell cigarettes?"

Eric: "It gives you a good example of the man
waiting for his girl friend. She doesn't turn up
and then he lights a cigarette, being fed up with
her not coming."

Teacher: "Yes, but will it sell cigarettes?"

Eric: "Yes, it shows people they're nice and
smooth. "

This discussion, of course, misses the point
completely, and it illustrates the difficulty of
countering the "depth approach" in commercials.
The point of this approach is to play on hidden
fears and desires and it is not easy {o persuade
children to reveal, even to themselves, their
deepest feelings. The mcst one can do in this case
is to point out that most people are afraid of being
lonely, and that the advertiser is using this fear.

It is sometimes said that the approach to advert-
isements which has been described here encourages
children ‘o be cynical about everything. It certainly
encourag:s them to be cynical about advertisements
and indeed one purpose of this sort of work is to
teach clildren to question *!.: motives and methods
of advertisers. Do they as a result come to believe
that titere is no goodness anywhere in the world?
This attitude may result from too prolonged a study
of television commercials, and it is worth recalling
here Muriel Telford's comment that the greatest
danger is not the soft head but the hard heart, but
there are many other television programmes which,
given awareness and receptiveness on the part of
the children, will do all that is necessary to prevent
their cynicism becoming universal.

4. Topical and documentary programmes

Most children are better informed about the world
around them than they were ten years ago. The
reason 1s the number of topical and documentary
programmes they see on television. Many of these
programmes are of great value, but many present
a distorted picture of contemporary society and a
false view of life. The latter variety has been
selected for detailed study here.

Even supposedly impartial news bulletins should
be examined. One recent example included pictures
of refugees from Katanga arriving in Northern
Rhodesia, and the accompanying commentary went
something like this: "The United Nations forces
went to Katanga to get rid of white merc<naries,
but all they have succeeded in doing so far is to get
rid of white women and children. However, they
will be in good hands in Northern Rhodesia."
Classroo:m study of tape recordings of news

bulletins i8 one way of exposing loaded items like
this.

A more common fault in the presentation of news
is illustrated by another incident. President
Eisenhower had been addressing the United Nations
General Assembly. A recording of his words
arrived in Britain next day, but without pictures,
and in the news bulletin his words were accompan-
ied by pictures of African delegates who were
clearly bored by whatever they were listening to.
The point is that they appeared to be listening to
the President, whereas in fact there was no way
of telling whether they were or not. The incident
does not imply an anti~-American bias in the pre-
sentation of news. It simply means that the
screen has to be filled somehow. Children should
be made to realize this, and also that there is a
strong tendency to fill it with something entertaining
rather than with important news.

They will therefore need to know, in Britain if
not elsewhere, something about television as an
industry. That the commercial television com-
panies obtain all their revenue from advertising
is of the greatest importance because it makes
for a strong tendency to do anything to keep viewers
watching. Nor is the BBC free from this tendency,
for too great a reduction in BBC viewing figures
might create an irresistible demand for the aboli-
tion of the licence fee which constitutes the BBC's
revenue.

Armed with this kind of information, children
might he asked: "Suppose you were responsible
for the news. How would you choose which news
to present?" The discussion which follows will
reveal a tendency to present whatever news has
most visual interest. Hypothetical illustrations
should be used. Which is more important and
which is likely to get most time in the news - a
disarmament conference or a fire? the Common
Market or a royal wedding? At this point, a tele-
vision study extract called Vox Pop should be
shown. Originally made for the BBC's Tonight
/on the whole, the best of all British topical pro-
grammes), this film shows Alan Whicker question-
ing passers-by about their knowledge of parlia-
mentary business.

There are some significant details in the film.
A shot of ducks quacking 1s interpolated while one
of the persons interviewed is advocating a 13-
month calendar and a decimal coinage. Since this
was first broadcast, Britain has been promised a
decimal coinage. At the time, many children
thought the idea was ''nutty" because a '"nutty"
characte> advocated it, ana the ducks reinforced
this view. Again a tape recording can be used to
study the technique of a skilled interviewer. An
obviously middle class man, with bowler hat and
umbrella, is approached:

Whicker: "Do you follow the business of
Parliament?"

Bowler hat: "Yes, up to a point - in so far as I
read the reports of the proceedings more or less
thoroughly. when I get the time, in the Times."
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Whicker: 'You read them in the Times
newspaper?"

Bowler hat: '"Yes."

Whicker: '"What do you consider were the major
bills dealt with in the last session?"

Bowler hat: ""Well, er, you've got me slightly
off, er, just off balance for a minute - but I think
the er, er, .... Would you like to give me a lead
on one? 1 might remember."

Whicker: '""Well, I'm not quite sure what you
would consider the most important - since you do
follow the business of Parliament."

Children will notice the polite but ruthless
method used by the interviewer.

The point to emerge most strongly from the film
18 that all who appeared were almost totally
ignorant of parliamentary business. Children
should be asked how many people were interviewed.
They will give a variety of wrong answers, and
will have to be reminded that the question was not
how many appeared, but how many were inter-
viewed. Eventually, they will see the point: we
do not know how many were interviewed. What did
those who appeared have in common? They all
made us laugh. Were these people a truly repre-
sentative sample or were they, as one boy called
them,"a load of goofs'', chosen for their entertain-
ment value? Again, we don't know.

One method of showing children that television
presents a selective version of reality is illustrated
in this discussion of a television documentary which
contrasts life in Britain most unfavourably with
British travel advertisements in the United States
of America:

Teacher: "Suppose you had wanted to show a
picture of England at its best. Could you have
done it?"

George: 'Yes, you could have gone into the
country lanes."

Lionel: "You could have gone into a railway
station when it wasn't busy. You could show
comfortable seats in trains."

Keith: "You could show them what it's really
like in a pub - you know, the doors open and
people going in ..."

Teacher: "So the sort of programme you get
depends on what sort of pictures the television
producer decides you are going to see. How can
you tell whether you are being given a true picture
or not? In fact, can you tell at all?

David: "You don't know. You just have to trust
the person who is telling you."

5. Peep-show programmes

Perhaps the most distinctive feature of television
is its power to display human beings for the
entertainment of an audience of millions. This
type of display is sometimes apparent in quiz

p >grammes, as witness these children's comments:

"Double Your Money is funny because the quiz
master is always cracking jokes about the people."
"I think these quiz programmes are all wrong
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because the people answering the questions are
all nervous and they can't answer. If they get
something wrong, you're at home sitting in an
armchair saying 'Why didn't he get this right?
He's missed his chance.' He's nervous and he
doesn't want to go on with it, and you know he's
saying ‘Why did I do that?' 1 don't think 1 would
like to go on one of these programmes. "

However, the best example in Britain of this
human display is This is Your Life, derived by
the BBC from a similar American programme.
The person whose life is to be displayed does not
know beforehand, and he is usually lured to the
studio under the impression that he is to see
another programme. During the first few minutes,
the compere builds up tension by inviting the audi-
ence to speculate atout the identity of the subject
of the programme. The compérc then approaches
the subject, who is usually someone who has
devoted his life to the service of others, and says
""So-and-so, this is your life." The subject then
comes on to the stage and for the rest of the pro-
gramme he is reminded of his past life by a pro-
cession of friends and relations who each contri-
bute a little to the story.

A film recording of an American example of
this programme is available from the British Film
Institute. The subject of this programme is Alice
Middleton McDougal, who was saved from the
sinking ''Lusitania" in 1915, and who has since
spent much of her life in community service. This
piece of study material, because it is on film, can
be projected several times and may therefore be
us. ¢ as an exercise in careful looking and listen-
ir-, as a means of increasing awareness and also
as an introduction to the discussion of the import-
ant issues raised by this kind of programme.
Children will notice, for example, the constaat
use of large close ups as a means of displaying
intimate emotions, and they will notice that stills
of the sinking ship are accompanied by loud,
blaring music. They will notice also other
methods by which the sensational value of the pro-
gramme is increased. The compere says, "... the
water came across the floor. You almost crawled
to the upper deck and you lay there clinging to the
bottom of the railing. You put your hands over
your ears' (brazen music at this point). An Irish
doctor who tended the survivors from the ''Lusi-
tania" then begins his part of the story, but the
compeére breaks in, ''Yes, you were lying in the
morgue for 24 hours with your fingers still in
your ears.”" Mrs. McDougal then talks a little
incoherently about her experience, but the com-
pére ruthlessly breaks in to ensure that the sensa-
tional details are not missed - "Is this the man
who found you over there, and who saw your little
finger move just enough to know that you were
alive?" Children will notice too the hypocritical
sentimentality of the closing scenes of the pro-
gramme in which Mrs. McDougal 1s given a
variety of presents, each of which is shown in
close up with the compére saying the maker's




ey

name. There is ample scove for discussion in the
compére's words: "Working so much to help other
people, transportation is of the utmost importance
to you, so we are giving you the new 1956 ''"Mercury"
phaeton, the most beautiful four-door hard-top

on the American road,"

The British version of this programme is not so
blatantly sensational, and it does not include
advertisements, but it is neveriheless worthy of
attention. Children should be encouraged to dis-
cuss questions such as:

Why is the programme so popular ?

Do you enjoy most the surprise in the first few

minutes?

Do the subjects never suspect that they are to

take part?

What sort of subjects do you like best - famous

or ordinary people?

Would you like to hear about a subject's faults

as well as his virtues?

Do you think it does any harm to display a

person's emotions to millions of people?

A classroom discussion of these questions pro-
duced the following comments:

On the parade of human emotions:

"You never know, but for some people, it might
bring back memories they don't want to remember.
Last night, for example, where the woman was
paralysed, and another one where the man had his
leg cut off."

"I think it's a programme for inquisitive people
who like to pry into other people's lives."

"Sometin.es they overdo it. They come on and
say 'Ah George'!' They give each other a kiss and
hug each other. It's overdone,"

On whether ordinary or famous people make the
b~2st entertainment:

"If I were on, I'd be enjoying e.ery minute of it,
but the people viewing it - I don't t:ink they'd be
very interested in what my life was or what
relations I had."

"Sometimes they make ordinary people interest-
ing but other times they can't find anyone to bring
on so they just bring on their relations."

On the entirely praiseworthy nature of the
cubjects life:

"He might have some enemies but I don't think
they'd bring them on because it's a:l rehearsed."

"Sometimes I think they ought to bring in a few
bad things a person's done. They put all the good
things in."

"Sometimes they do. There was an army person
and he was caught being drunk and disc rderly."
(But of course drunkenness was treate i as a virtue
rather than a vice.)

Had the subject zui sred that he had been chosen?

"They had to tip him off before the show, and he
goes along and pretends he doesn't know anything
about it."

"I think they overdo the surprise part - when the
compére stands at the door and says, 'I think I
can hear him coming now.'"

Another of these peep-show programmes is

Candid Camera, which consists of films, taken by

a hidden camera, of ordinary people who have been

placed in difficult situations. Thus the man whose

job it is to create these difficult situations might

pretend to be a foreigner asking the way, or,

dressed as a parking meter attendant, he might |
place a portable parking meter by a car and demard 1
a fine from the driver. The compere of the pro- |
gramme always emphasizes three points: that the
purpose of the programme is to show how kind
people are, that the victims are always unaware of
what is happening, and that they always consent to
the films being shown.

Some children find the programme entertaining:

"It's fuany because people aren't just doing their
normal routine, and if they were taken into a studio
and told what to do it wouldn't be funny,"

This child does not believe that the situations
are manufactured, and he has given a good reason.
Other children did not agree:

"It used to be good when it first started but now
people have got to know it. Half the time, they
guess, and I think it's a bit far fetched now."

"I think it's too exaggerated, and half of it is
acted. TLey can't be as stupid as they're shown
on Candid Camera."

One boy agreed with one of the compere's claims:

"In nearly every programme you see people
putting themselves out."

However, the majority agreed with this
statement;

"I think they try to take the mickey out of people
and it's not really fair. People who aren't very
educated don't know how to work things out, and it !
shows what they are. If it were shown abroad,
people would think the English were mad."

Some questions for discussion

Do the methods described here encourage children
to think about series of programmes rather than
individual items? If so, is this dangerous?

Is it permissible for the teacher in a discussion
to try and lead children towards conclusions he
already has in mind? Or should he always allow
the discussion to go in any direction chosen by the
children?

Some programmes deserve a more positive
approach than is described in this section. What
methods might be usc.! in such an approach? To
what extent would the methods of detailed study
described in Section I be suitable?

Is it necessary to teach children to be cynical
about some kinds of television? If so, how great
is the danger that their cynicism will become all-
embracing, and how can this danger be avoided?

What teaching methods other than those des-
cribed here are necessary with other kinds of
television, such as music and come.'y?
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SECTION V

THE DEVELOPMENT OF SCREEN
EDUCATION: SOME PROBLEMS

In the opening section of this study it was assumed
that a close relationship exists between film and
television. That the relationship is in fact very
close has now been demonstrated. The difference
i8 not 8o much between film and television as
between various methods of using moving pictures,
most of which methods apply equally to films and
to television. There are, however, important
differences between cinema and television, both in
content and in the situation of the audience, so
there must be certain differences of emphasis
between film education and television education.
Nevertheless film education is very similar to
television education; the two should be integrated
in practice, and the term "screen education" used
to denote both.

The rate at which screen education can develop,
even given the will to further it, depends on the
supply of teachers competent to undertake the work.
The situation in this respect varies from country
to country, but nowhere does a large enough body
of teachers exist to enable the work to be under-
taken on a national scale. Much more serious,
there is probably no country in the world where a
real effort is being made to provide teachers with
the necessary training.

The situation in Britain is probably as hopeful
as that in any country, but the fact remains that
the advancement of screen education is greatly
hampered by the lack of adequale Leacher training.
It is important to recognize, however, that the.
problem is not, for the present at least, one of
finding the teachers, but of finding the teachers to
teach the teachers. Thanks largely to t.:e efforts
of the Society for Education in Film and Television,
backed and encouraged by the British Film Institute,
a variety of teaching techniques have been explored
and hundreds of teachers, without any formal
training and often without much encouragement
from the education authorities who employ them,
have been able to sustain courses within their
schools. Inevitably the most active and best quali-
fied of these have tended, as the years pass, to
move out of the classroom - some to become head
teachers, others into educational administration,
some into the film and television industry itself.
Meanwhile (he teacher-training colleges are be-
coming aware of the importance of this branch of
education, and some, wishing to introduce courses
into their syllabuses, are luoking for lecturers
competent to undertake thern. It is proving difficult
to fill these and other comparable posts. The usual
procedure in a training college is to appoint a
lecturer in a recognized subject who can spend a
proportion of his or her time taking television and
film courses - only in one case has film and tele-
vision itself been the main subject. Lecturers
must have high academic qualifications in their
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main subject and the number of teachers practised
in film and television work who also possess these
other necessary qualifications is very small.

Thus any Ministry of Education or other author-
ity which intends to promote this work should seek
out suitable people at the earliest possible stage
and enable them by secondment or by a period of
research and experimental practice to equip them-
selves to undertake courses of teacher training in
the new subjects.

The difficulty will be eliminated in time, but
can be a serious check to development. One of
the most obvious ways of overcoming it 18 to
establish academic or professional qualifications
1n the field of television and cinema so that
teachers may acquire them and interested
teachers in training may be encouraged to slant
their efforts in this direction. The possibility and
methods of achieving this will vary widely from
country to country. However, it is worth drawing
attention to the extensive discussion of the prob-
lem of teacher training in a report entitled Film
and Television in Education for Teaching, prepared

by a joint working party of the professional asso-
ciation of training college lecturers in Britain and
The British Film Institute and published by the
latter body. Among their main recommendations
was that:

"There ought to be in each college one lecturer
at least who can help students to acquire a more
than superficial knowledge of film and television.'

The importance of courses, summer schools
and the like for practising teachers should not be
minimized, but the most important contribution to
the spread of screen education undoubtedly lies in
the introduction of this work into the teacher-train-
ing colleges, probably at several levels. Again,
to quote the above-mentioned report:

".... every teacher should be given some kind
of introduction, even if only to create a climate
of informed opinion in which the specialist and
semi-specialist can exer their full influence.
Ideally also the teachers' colleges should be turn-
ing out each year both specialists capable of taking
charge of the subject in a large school and semi-
specialists who can make a contribution to the work
within the compass of another subject or an out-of-
school activity."

The training of adequate numbers of teachers,
then, is the sine qua non for the development of
screen education in schools. A trained screen
teacher, however, will not be able to do his work
without the support of head teacher, inspectors and
administrators, for only thus will he be given the time
he needs. He willalso need moneytohire films and a
projector to screen them. Most British schools are
equipped witha 16 mm. projector, and the allocation of
money for film hire will usually follow if a teacher
is given time for screen education. How is this
time to be found? A certain amouni of screen
education can be given as an out-of-school activity,
notably through school film societies, but such an
approach is extremely limited. Experience in




Britain shows that even the most flourishing of
school film societies will attract a membership of
no more thar. half the children in the schoo!, and
no more than one-quarter of these will attend any
follow-up discussion. The use of other methods
of screen education on an out-of-school basis will
attract even smaller numbers of children.

It is clear, then, that screen education must
have its place in the school curriculum if every
child is to be taught. To find this place is likely
to be the prospective screen teacher's most diffi-
cult problem. The advance of knowledge and the
increasingly complex nature of Twentieth century
life and work have already caused considerable
overloading of the school curriculum and even
when head teachers and education authorities are
sympathetic to the introduction of screen education
they may be reluctant to sanction the addition of
yet another subject.

The present school curriculum, however, is not
sacrosanct. Indeed, the content of education has
usually changed with the changing needs of society.
Unfortunately, most educational systems seem to
labour under a heavy weight of inertia, and teachers
have always been good at inventing reasons for
teaching subjects which are no longer as important
as they were. Changes in the curriculum have
usually happened too slov ly so that Latin, for
example, which was the prime necessity of educa-
tion in mediaeval times, still dominated education
in the very different world of the Nineteenth
century. Those who believe in the importance of
screen education must therefore seek to hasten the
nrocess of change in the content of education.

The work of propaganda must be carried on at a
number of different levels. One of the mnst import-
ant of these is the teacher-training colleges, but no
less important, at any rate in Britain, is each
individual school. If the head teacher is not already
convinced of the importance of screen education -
and there are few who are - the first step towards
the introduction of screen education is to convince
him by rational persuasion. The case for screen
education, after all, is simple and compelling:
that the screen is a means of communication and a
form of art at least as important as those which
already have an established place in schools.

Some screen education done voluntarily as an out-
of-school activity will probably help the process

of rational persuasion, and may well lead to the
granting of permission for a small pilot experiment.

Once the will to succeed has been established,
there is a good chance that the obstacles will be
overcome. The main problem, of course, is to
find the necessary time, and solutions to this prob-
lem will vary from school to school. There are a
few schools in Britain where screen education is
successfully taught as a separate subject. At the
present stage of development, it 1s desirable that
screen education should be introduced in any way
possible. There are good reasons, both practical
and theoretical, for not attempting to introduce it
as a separate subject. It is more difficult to intro-

duce a completely new subject than to adapt or
extend one which is already in the curriculum.
Moreover, the curriculum in most schools is
already fragmented into as many as a dozen differ-
ent subjects, often taught without relation to each
other. The time 1s long overdue for a process of
integration, for a rethinking of the curriculum in
terms of tuiee or four broad spheres of human
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